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ABSTRACT 


The concept of style in Linguistics has been changing 
relative to the historical period and to the approach to 
grammare Two basic views on the topic exist: 

1. Representatives of the first view proceed from 
classificatory linguistic frameworks and/or base their 
stylistic observations on generative grammar viewing the 
sentence as the highest analyzable unite The approach 
results in isolation of style processes in language 
structuree 

2e Representatives of the second view realize that 
style is a product of Linguistic structuree This structure 
is generatable by means of rules provided for by discourse 
grammar and styte is seen as a conditioned control of 
grammatical meanse 

The second view is preferable since it explains style as 
a natural process: stylistic filters as flexible social 
norms and/or individual preferences steer the generated 
surface structurese An individual filter of a writer is 
seen as the strategy employed during creation of his werks 


and the aim of the style analyst is to discover the filter. 


4 
Two modes of colloquial Czech were employed in Ukradeny 


spis A39/VIT, Odde C to differentiate the viewpoints and 
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personalities of its two main actants. Intonational and 
rhythmical patterns recognizable as cotloquial and/or 
poetical structures have a common basis in text grammatical 
aspectse Capek's use of colloquial and poetic languages as 
media to communicate emotion is focused on the sound of the 
language. An intellectually conceived detective plot is 
built on the fact that language is a symbolic and myth- 
creating device and the relaxed logical, coherence of spoken 
language is utilized to set verbal traps, to produce 
Linguistic inconsistencies and hence the detective mystery. 
It is due to its loose organization that Capek's "colloquial 
grammar" produces everyday poetry, imagery, allegory and 
fictional miraclese 

Lexical chain enumerations are one of the natural 
products of the colloquial structure, being based on the 
grammatical relation of identical set groupinge The 
resulting phonetic structures are euphonic and "poetic". 
Their production points to Capek's experiments with the 
structural relation character-action: content-form which 
exists in any Literary texte Contrary parallelism, as the 
author's ordering principle, is conditioned by his 
philesophical relativism on the one hand (duality), and his 


idealistic world vision on the other (identity )e 
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CHAPTER 1 


INTRODUCTION 


The purpose of this thesis is to tnvestigate certain 
aspects of the style of Karel Capek, one of the most popular 
Czech writers of the first half of this century. Another 
aim is to clarify the issue of the concept of style as a 


valid concept within the domain of Linguisticse 


Much has been written about the style of Karel Capek, 
but an extensive analysis of his short stories has yet to be 


carried oute The appealing style of these stories is 


noticeably distinct from that of his novels (eee, a ta tis 
Tovdrna na Absolutno, trilogy: Hordubal, Povétronh, Obyteiny 
zivot) and his plays (e@eGe,y Matkay Ze _Zivota pmyzuy Bilia 


(Mabnd, granlreoves tr of @heod! #70? 26 deeynbe edt 
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nemoc)e Since this style is so distinct it should lend 
itself to the analysis which will be carried out in the 


fourth chapter of this thesis. 


Ukradeny spis 139/VII, Odd. C - the story to be 
analyzed - belongs to Povidky z jedne kapsy which is a 


collection of short detective stories originally written for 
newspapers and one of Capek's most popular books as regards 
the Czech reading publice Povidky z jedné a z druhe kapsy 
are among these works of Capek in which he was most 
successful in implementing the colloquial speech device, 
typical of the style of his minor genrese ColLloguial 
Language will be one of the variables investigated in the 
analysis of Ukradeny spis 139/VII, Odde Ce In Capek's 
individual style, the use of colloquial language devices is 
closely connected with another stylistic medium, vizey that 
of poetic language. Capek himself has changed the norm of 
modern Czech poetry by adapting "unnatural" poetic structure 
to a more natural, colloquial one, thereby bringing a new 
spirit into Czech poetry and into the Czech beltes-lettres 
writing in generale His "everyday poetry" wiltl be the 


second variable investigated in the analysis of Ukradeny 


spis 139/VIl,. Odde Ceo 


The reasons for selecting this story as the object of 


study, rather than any other story from Pov{dky z jiednd 


kKkapsy, are arbitrarye The aim is to carry out a general 
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stylistic analysis and to describe the Linguistic structure 


of the text with focus on the two selected variables. 


Such an intrinsic study, however, has to be pursued 
within momen linculetic theoretical framework. The relation 
of style to language has to be seriously deliberated in this 
respect because any bona fide stylistic study involves 
Linguistic analysis. The concepts of style, Language, and 
stylistics will be discussed in the second chapter of the 
thesise Various views on style and grammar as having 
developed in the history of linguistics will be the object 
of concentration: they will be compared, contrasted and 
evaluated. The discussions and conclusions of the second 
chapter should lead toward providing the necessary 
aneoret ical framework, they should also give indications of 
the methodology to be employed in the analysis propere The 
background material of the chapter will include general 
theoreticel works on the nature of style and on stytistics 
as a discipline (eee, Freeman 19705 Garvin 19643; Mathesius 
1966), works viewing style as literary structure and text 
structure (e@ege, Miko 1973), general and Slavic materials on 
style as narrative structure (Cee, Dolezelt 1960; 
Kozevnikova 19703; Ihwe 1971), and works in general and 


Slavic linguistics (eege, Chomsky 19653; Sanders 19703 


Schaarschmidt 1973b)-. 
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Stylistic analyses depend to a great extent on the 
approach chosen and on the individual carrying out paps 
analysise This would explain why many different views on 
the style of Karel Capek exist and how and why they differ. 
Discussion of the views of Capek's style will be the topic 
of the third chapter of this thesis. Criticat consideration 
of previous works on éapek's ee and on other aspects of 
his literary activity will provide data for the analysis of 
Ukradeny spis 139/VJI, Odd. C by helping to determine 
salient stylistic features typical of Capek's language and 
by facilitating a clear understanding of his creative 
individualitye Comparing and contrasting various methods of 
stylistic analysis witl in turn enable further to delimit 
the method of analysis to be employed in the fourth 
chapter. The statements made about Capek's style will 
include specific studies that investigate his style as 
Mmarrative structure (eee, Mukafovsky 1941), studies in 
comparative stylistics (eege, Winner 1963; Dolezel 1973), 
general works on stylistics as a discipline where Capek's 
work is mentioned as an illustration of stylistic processes 
(Gee, Dolezel and Kuchar 1962, Hausenblas 1969), and 
literary historical and Literary critical works (e€eSey 
Harkins 1962, Wellek 1963). The works of Jan Mukaroveky 
form the main body of data of the third chapter: he was the 
first to examine immanent aspects of Capek's work and to 


point out the most significant traits of his stylee 
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The analysis to be carried out in the fourth chapter 
wilt aim at determining the processes which Capek employed 
during the creation of Ukraceny spis I39/VIte Qdds Ce In 
addition, some information may be obtained about the types 
of Linguistic devices used in the Literature of the 
detective genre, about Capek's creative individuality and, 


tast but not Least, about the nature of Capek's Czeche 


The author of this thesis has provided the translations 
of Czech quotes as appearing in the third and the fourth 


chapters of the thesis unless otherwise statede 
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CHAPTER 2 


STYLE AND LANGUAGE 


1. rod tio 


The word style is derived from the Latin stylus - a 
pointed instrument used in writing on wax tables and 
corresponding to the contemporary pene "Style" came to 
express the manner of writing of a given author, a literary 
school or a literary genre, and from there the word has been 
carried to other spheres, so that one may speak of the style 
of a painter, a composer or football player, in the sense of 
the individual quality that distinguishes his manner from 
that of other people. To a certain extent the word 
coincides with technique, but while technique refers to more 


mechanical and consciously employed methods, style, while 
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including what is expressed by technique, reflects also the 
unconscious habits in any performancee It is impossible to 
separate the two concepts clearly, for the unconscious 
habits, when brought to the Level of consciousness, are 


henceforth employed as techniquee 


The purpose of this chapter is to discuss the concept 
of styte in the domain of Linguistics; summing up the basic 
views to date.e! They can be roughly divided into two 
groups: 1) "style" is a separate Linguistic level and/or can 
be segmented and its elements isolatede 2) "style" is a 
product of linguistic structure;? it cannot be isolated or 
segmented; what has generally been called "style" are 


examples of a system in actione 


In order to understand the nature of the above 
statements a common-sense working definition of style in 
speech and writing may be adopted: it is a way of selecting 
and organizing Linguistic means in order to express thoughts 
and emotions; ieee » a way of using a language, a kind of 
linguistic behaviour, implying, on the one handy a 
capability, which may be learned, but also the practical use 
and control of this capabilitye Style is a social 
phenomenon, while language as such is a cultural 


phenomenone 


—— ee oe a ae oe Se oO 


tFor various definitions of styte see Enkvist 1964, ppe 3-33. 


2See, for example, Schaarschmidt 1966, pe 25-6 


tevedcd bat weupesr of 2} ve tarde stain opel 
aimat 6h? ge Bitmee soxlteldgnls Yo witha ate, ae 

edt ofql eabhivin Winner. od, ond ew Ate | 
een 40rd Taya) ai? ey) wt Anahi ao mF dk dal tt 


W wi. Yutqee” €2 .hasaetbend Stabaets ee. Se 


so Gete/@e@t tt) Toner: | ‘ened ante la i 
rr Pelz: of! nellas need odlstenep ebc ad 


no lten @ eet ees, tO 


avede @¢4f% To stiilean et Bnatasey ne ie. 


Hd OF40 4) Fo HoAtieteen ain tinoe goer bid ” a 
[aS 
el Sadiah tha to tae & af fl thetrgquiw ed Caw on ase id 


ne 
@tiaet) eisqx6 at cabiw 4 kp om gies nl pets, mee « be 
to. Upald * «-cetunal Tis sibicad as es snes = 

» ined ene eat ‘no Su Tet (ncaa 

ons Jao amey ae aft aieanl obherry ie J sec ‘cei wid Hw 
iideicg gh migee 670 team ere a 

| es ee er oe gene he en 

: . | | eae a 
a | —) al 


SOA ee ahIY mane 


= 


aired ve 
en's = 


"Selection of linguistic means" implies the existence 
of means in some abstract system, generally referred to as 
grammare Grammars are theories of language. Organization 
possibilities of means are provided by various grammars in 
various degreese "A way" of selecting and organizing may be 
called a control of means or a strategy. It is individually 


and socially condi tioned. 


The view of grammar as a vehicle for style has been 
changing in the history of Linguistics and this explains why 
the concept of style in linguistics has not been constant 
eithere Apart from traditional grammar, which does not 
treat language as a system, there exist two other types of 
grammars: taxonomic and generativee All of them have one 
thing in common: they do not judge or discuss the content of 
the human mind, but the ways of the expression of meaninge 
Taxonomic grammars abstract from meaning and their 
categories have been established by a discovery procedure as 
the study of sounds and signs and their usagee A 
traditional stylistician had to compare constantly the 
individual's exploitation of grammar with the nature of the 
content and the nature of the expressione Generative 
grammars of whichever kind, on the other hand, concentrate 
on the relatedness between wodal wd and its expression as 
the object of their investigations. An important point 


generative grammars make is that language is creativee If a 


66 tae ap lsinager Wes wo! toate S0.ae. } 
Ci suntetlas wi tt eemeb atin + qo wines) Se Despaey » 


; . & 
need east €Fote sot Sfai pes =» 2a Raenaee To ote eae | 


ee, aniadagwe wets tern oti teria wif te youths sat «lf 
funtones Heed. foe hl Hai tedaiot ' ie abeea bee tases , 

$6n dgah \todd> «~smurg Daneel teas? mort + ows Aneieie ? 

ey ee er eT ree tant 

eaG. ver amilt fe JA eeyt mM ened baa > sintane ene 

te towfhna 40% sevice | 40 ean toe of Yan? JOON nt amtdt . 

died Ye colmmo yee S21) Ro eyey git? tig geeky a 

qPe 77 eam atten ea sev? Jos@°eda an4eSeeg < 

2A arnt ater, “4 Woe Vy, 7 RA te ofa ad Veber nowt eet ve isoyera, . 

A 4ponu aied? to whats Dae, evngee se waite sat | 

on? witasteares @powos oY “os aa bose bere 1 gavotte | 

ott Ber endl oe att atin pores Ye nokewt Pelqur oS eobi whee 

evitarets) «ho teeige ef? to siete. eae hora oe 

wl werinones qhaet smitto «at no ihrlh Sereerids ts Ae 

me Nestewertemmy oF1 Rew enlncsn mammrwit wametioh ale: itt ie 


_ 


generative grammar could stipulate all the processes which 
map meanings onto a page or which result in speech acts it 
would provide the abstract system of all the possible 
Linguistic combinations for all people to choose frome 
Style then would be the concrete product of such a system 
and stylistics would concern itself with the study of the 


individual productse 


An important point pertaining both to the taxonomic and 
generative grammars is the question of syntaxe Does 
"syntax" mean all the possible poeta Pts este of words in 
sentences or does it also refer to the ordering of words and 
sentences in succession and to their arrangement in 
paragraphs or larger portions of text?? In other words: what 
is the domain of grammar? The various answers provided to 
this question determine the understanding of the concept of 


style as it developed in the history of lLinguisticse 


As mentioned above, use and controt of Linguistic means 
depends on various individual and social factors and their 
multilateral combination and interactione To name briefly a 
few of the factors: author of speech act, his social and 
cultural background (education, social status, Linguistic 
ability, talent, temperament, mood, state of health, sense 
of beauty, epoch in which he is living), various 
fscgime ange gt rani il ne nip A ca 
3The terms "text" and "discourse" will be used as synonymse 


Should "text" refer to an object defined in semiotics it 
will be called a semiotic texte 
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communication purposes (any human behaviour is goal-directed )*: 
type of subject matter (novel, poem, article about 
Linguistics), concern about reader/listener, circumstances 
of Linguistic expression (ieee. , spoken vSe written). An 
important factor is the judgement of "style", which in most 
cases, is carried out not by the author of the speech act, 
but by the receiver with his own set of idiosyncraciese And 
last but not least, "a way of using language"! depends on the 
netare of the Language system in its particular stage of 
development, on its expression possibilites. Various ways 
of using Language in turn influence the nature of the 
systeme This is called tfeedbacke "style" is thus a 
complicated process, and stylistic study involves Linguistic 
analysise Studying the ways language is or was used; the 
tendencies of various authors to do so in diiferent 
discourses and in different points of time and Space can 
reveal significant facts about various languages. These 


facts can help us establish how and why language changeSe 


2- Traditional Approaches to Stylistics 


The three approaches described below developed more or 


less simultaneously during the first half of this century. 
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*See Jakobsson 1960, pe 351. 
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ae Croce-Vossler~Spitzer School 
The representatives of this neo~idealistic conception 

perceive both style and language intuitivelye According to 
Karl Vossler the subject of stylistics is the study of the 
individual peculiarites of language as elements for 
expressing a sprititual state (Seelische Meinung)}.*5 The 
entire movement may be summed up by Comte de Buffon's famous 
statement: "Le style c'est Lthomme meme e& Consequently, 
stylistic study of texts is impressionistic and 
generalizinge Style is described as running, racing, 
Jumping, hopping, skipping, plodding, flowery, Lame. Only 
one type of text is isolated for the purposes of analysis, 


vize,y a literary texte 


be The School of Charles Bally 


Parallel to the neo-idealistic trend, the expressive 
emotional stylistics of Charles Bally was Have loci ng It 
was based on Ferdinand de Saussure'ts distinction between 
"Langue" -—- language system - and "parole" -— the individual 
speech acte In Bally's times grammar was definable on the 
level of langue as the abstract sentence, and he sees style 
as all the affectively charged elements deviating from this 


re ee ee we we we ee ee wee ae oe 


SSee Mistr{k 1970, pe 16. 
6See Hough 1969, pe Qe 
7Bally's views on style are summarized in Mistr{k 19703 for 


details see espe Bally, Che 4 Traite de stytistique 
francaise, Geneve: Librairie Georg & Coco , 13951. 


enthiner Aas aavebte Si<ned aidh Gn ws net bt yore 
a 


oF anh eae al pei?intni °) ew ied tivity pigs soneinn 


ag Po weds air, @! oh dintives a Sine aid? re 


els te tunnel *o ceblitaiivaay Seems 


el 22; 


on 
ote. "= dtuvtr ie wifyet jes | atwin JA) £9298 oe wre i 


ieee ay ag*is) 426 S998 wu 1TH booms ofl “Led Tasman vow eosite 7 
y BP rhea waeo *V¥.dpeo amidd*? © - ‘s # feoe - stauned =e 
hie O1Pe toot ages: ’ ates? Te poute attenseee 

ear Luts pedo aa tediaspash c1 olerh rN 
—iD  6eht yyorwe! & pens bor ly eingit® an tore veka 
; 


a 

afta gicne Te aehagiirg e837 to) revaladt =! (set Be, egup,.¢ 
7 nT 2) 

ae! qoevetlhd « geeky 


“ea B yoft re ieee) ro Joodor att 


' . oe 


orieniedes wal qhne4? : 4 elfesdhte-ews od? 99 Ja lievet_ 
= + 


yi 7 ain a (ah wae qi} eS ga! amt? te ea dtel ixda Teneitoaw 
| | e 
adewtel Keolfunitei? atemuevibe® oh baw Ibe Pa boo 


Jaehivingl eff ~ “efepsn! hie - qr ee may merge’ ~ Sooheed 
“a 


a neil eid ay. Fang eng: naw! f =tyi tall as 4% on 


\ bee sf see ea rerien ) bee tarele ” na siren * dae 


ail ora ites pthaesso ree scotia mc 


: 
aS 


12 
norm, as wetl as from another norm, vizey the spontaneous 
utterances of everyday life (parole)e® Bally has made the 
first step to attempt to discover Linguistic structure by 
looking at discourse at the expense of separating style and 
stytisticse He made stylistics that Linguistic discipline 
which studies the procedures by which language communicates 
emotione The emotive elements of language had to be 
explained sociologically, by the environment, and 
psychologically, by the affectivity of the speaker. Since 
speech had to be spontaneous to be genuine, Bally excluded 
all literature from stylistics as an artificial use of 
speech with no communication functione His stylistics is 
descriptive, synchronic and includes morphology, phonology 
and lexicologye His initial assumption leads him to 
considering syntax as an abstract dry skeleton and of tittle 


value to his discipline. 


ce Style as Literary Structure 


Approximately at the time of Bally's stylistics a trend 
Known historically as formalism developed in Russiae® 
Formalism is neither a school nor a theoretical system, but 
a method of analysis of Literary workse The formalists were 
united in "Opojaz" (ObScestvo izuéenija teorii poetiéeskogo 
Jjazyka) and include Viktor Sklovski Jj, Roman Jakobson, 


8See Bronzwaer 1979, pe 25-6 
9See espe Texte der russischen Formalisten 1, 1969. 
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JeNe Tynjanov, Boris Eichenbaum, et ale Their realization 
that the concept of grammar as conceived of at that time 

Be racated meaning and the expression of meaning led them to 
the assumption that a literary text is a pure form and its 
value is in the sum total of stylistic methods of its 
analysise!° They separate "praktiteskij rjad" (language not 
found in literary texts) from "poetiteskij rjad", the former 
constituting the Linguistic norm for the latter. Linguistic 
material constitutes the construction of a literary work and 
they analyse the levels of the composition (how parts of 
text are put together), syntax and lexis, but above all, the 
phonetic level.!! The phonetic features are the object of 
concentration in analyses of poetry which is conceived of as 
a special unit with specific linguistic properties. It 
appears that $k Lovski j was the first scholar who talked 
about function in the sense of the organizing principle or 
the general idea which relates the complex form of a 
literary work (priem) to its content (cel! ).!2 The main 
contribution of the formalists to science can be summed up 
as follows: (1) scientifically coherent method (2) global 


understanding of various levels of a literary work. 


10See Mistrik 1970, pe 75. 

l1lSee espe Eichenbaum, Be » "Ill juzija skaza" in Texte der 
russischen Formatisten 1, 1969, - phonetic aspects of oral 
speech as reflected in prose, ppe 160-167. 

12See Zolkovskij and Séeglov 1967. 
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Be truct Ll g ‘ and Pluralistic Approaches to 
Stylistics 


\ 


Saussure's concepts of "Langue" and "parole" spelled 
the beginnings of structural Linguistics.!3 Language was 
conceived of as a structure, existing eee time and space, 
given inherently, and understood in terms of "lLangue'! 
(paradigm). The aim of the linguists was to discover the 
structure by studying meaningful contrasts of all elements 
of this structure as seen in syntagmaticaltlly arranged 


chainse 


For stylistics this meant the development of 
pluralistic approaches to the study of stylee They can be 


roughly divided into two groups: normative and functionale 


The normative approach is characterized by a deductive 
method of investigation which proceeds from postulating a 
scale of norms, linguistic and extralinguistic, and style is 
defined in terms of deviations from and into these norms.!* 
It results in "discovering" and establishing a number of 


taxonomic classes of styles and style typologies. 


ee ee ee ee ee en a ee a es ee 


l3For beginnings of structural Linguistics see A Baudouin de 
Courtenay Anthotogy, tre & ede Edward Stankiewiczy 
Bloomington: Indiana, 1972-6 For "Discovery procedure" see 
espe Harris, Ze , Structural Linguistics, 1960. 


144 summary of arguments about style as a deviation can be 
found in Bronzwaer 1970, Chapter 2.6 
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The functional approach is basically intuitive, 
proceeds from including a targe range of usage and 
extralinguistic data and from determining a scale of 
stylistic categories as typological levels, and results in 
"discovering" a plurality of functions in terms of which 
style is finally characterized as a co-product of Linguistic 


elements and the impact of all kinds of factorse 


Both approaches are characteristic by isolation of 
style processes in the language structuree They proceed 
from the Linguistic material given in a text, on the one 
hand, and from recourse to various mental and environmental 


processes on the othere 


Since both grammatical and stylistic investigations 
based their observations on language usage (generalized 
style) it is easy to understand that the boundaries between 
grammar and style were not definitee. There was merely a 
difference in aims: the aim of grammar was to discover and 
formalize systematically the regularity of occurrence of 
language elements and determine their relationships in 
syntagmatically ordered chainse The sentence was generally 
the highest unit they were concerned withe!> The selection 
of alternative expressions as a paradigmatic choice was the 
ISThe Czech scholars, however, went beyond the sentence and 
proposed a hypothesis of the topic-comment sentence 
bipartition as a relevant syntactic phenomenone See, Coe, 


Vachek, Je , The Linguistic School of Prague, 1966, 
Chapter Se 
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domain of stylisticse!® Style was nite isolatable on two 
levels and started where grammar ended: (1) Within the 
sentence, where language elements were studied with their 
semantic considerations, such as motivation of meaning and 
all its possible interpretations. Gramatical considerations 
and usage were taken as givene (2) On the text Level, where 
the Linguistic data consisted in general usage only.!? 
Inter-sententialt relations and ordering of words and 
sentences in tlarger portions of text was the object of 
investigatione Stylistics judged and evaluated the 
selection of alternatives, the causes and results of 
communicatione The aim of stylistics was to analyse 
language behaviour in individual texts and map it onto a 
systeme Language structure was being discovered by 
concerted efforts of grammarians and stylisticians, but they 
both discovered a different structuree Thus neither the 
abstract nature of the entire language system nor its 
concrete operations were clears It was not clear how 
meaning in tanguage was put accrosSse The individual and 


social "ways of saying it" became classifiede 


For the purposes of comparison and contrast, three 
approaches will be summarized: the Prague school approach 
and the contemporary Czech stylistics, the neo~-Firthian 
school, and the approach of Michael Riffaterree 


eee nae ee re ee ee a ee ee ee eee 


16See Enkvist 1964, pe 16. 
17See Dolesel 1960, pe 12. 
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@e The Prague School of Structuralism 


The Prague school is typical of its functional 
approache!®8 The main point of their theory, which was an 
independent, but integrated sub-theory of Prague structural 
Linguistics, was that style is a universal phenomenon, 
present in all discoursese To explain this, style had to be 
defined on several levels on a scale of abstractions: (1) 

tyle of ext as the most concrete lLevele!? The notion of 
a text style as text structure, however, was elaborated only 
after the we tedpec fat1y by Lubom{r Dolezel.2°9 (2) Style of 
a_text class as a more abstract level. It is divided into 
two sub-classes, vizey individual and obiective. The 
individual text class was established on the bases of 
intuitive statistical methods by generalizing idiosyncratic 
expressive means of individuals. The evolution of 
individual styles as characteristic of Literary writers has 
also been studied by the Prague school, but their work in 


this field was based on the findings of VeVe Vinogradov who 


developed the notions: style of the author, style of a 
school, style of a group (i.sese,a dialect), style of epoch.7! 


t8See espe Vachek 1966, Garvin 1964, Mukatovsky 1941. 
19See Havranek 1942. 

20polexel, Le » OQ styvlu_ moderni feske prdzy,y 1960. 

2lFor Vinogradov's views see Vinogradov 1959 and 1971, ppe 
29-44 e 
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The objective text class with its notion of functional 
styles (or functional languages) is the most significant 
contribution of the Prague school to stylistics and to 
Linguistics in general. The objective text ctasses have 
certain linguistic properties which are derivable from the 
communication process as it exercises pressure on the 
language structure (general purpose, private vse public, 
oral vse written, etce ) These processes are called style- 

£ to , and due to their activities supra- 
individual, relatively flexible norms are imposed on the 
language structure, which are then respected by various 
speakers in various degreese Functional styles are thus 
formed by the objective aims of texts as resulting from the 
impact of the style-forming factorse The most common 
taxonomic division is as follows: conversational, scientific 
(theoreticat),*2 technical (practical), and the poetic style 
which did not "aim't into the environment, but was turned 
onto itself and dominated by the aesthetic function.?23 The 
differences between the individual and the objective styles 
are explained as oscillations on a scalee Thus, 
@e ge, Offical texts almost completely lack individual 
features, but poetic texts are at the opposite end of the 
scale, the supra~individualt factors such as genre being of 
secondary importancee 
i en a ago Oy A Da = ele 
22For conversational and scientific, see Havranek 1942 and 


Mathesius 1966, see also Garvin 1964, ppe 3-17. 
23See espe Mukarovsky 1941, Garvin 1964, ppe 17-69. 


as a es 
fie" Lggamed i sirD, 
pa Ra er ae sags anna 
ee? cove, Ai daird ene ane ae lte ve iam cre vegans os, 
ent “pe, eretaeeng Ghul otepe Ot on ‘webacieg : 
potttedt «8! Granite vedere Lavenegt ice aa - 
reieta Seddaq &44 ‘Sepreoutn eee? Lente pow pth eo fw 


Ades enivielhes «5eks ab 90d had a ae ka ee: | 
wie so beaneeh par feten osu ievit Geek ete (eee "a 
moines qi tekhaegqnet nats obs Awe 4 e* (tet emerged 
stict ong 441 %e Banat’ pmaihe seer 9Qns Guw tye eo) Reo 


- 


7 
_ 
ath mor? ge tuees ae 6laci 12 myse erttael ve en 42? Baete® co 


_ 


ee ee ee ee Seiet al ore ath ter tome: . 
aitiiaeer- omens sprotier. ge od rede kway coli memeneon ait “ 
«tqte ghdied a4 Wer ,ileoitoctn) Pat naira rere Ti _ 

waived) oll fiat ytannmeairne «it as ter sat dun tt dodetw re 
ait “ine » int ch Pot bedbwek (bie: etembh sae 

aacyen tyiten(yao wilt ia peer tee om! cew@tert comanee heh 7 

att ethba e 06 sclhtel ape ae Mendel Oek 

“tay EDMPE cinat —tsvolqnes tamale ema? Sak Ogee 

oeF to on wiledqan act f+ 840 atest Shteug tue eet? ost 


_ 
: 


It was from the formalists that the distinction between 
the aesthetic function of the poetic style and the 
communicative function of the standard Language was taken 
over and re-formulated into the concepts of foregrounding 
Caktualizace) and automation (automatizace) respectively. 2* 
However, these two categories are not considered to be 
mutually exclusivee They are seen as two dynamic powers 
competing for a hegemony, which involves enormous changes 


and upheavals in the structure of both language typese 


Another important concept is the dominant. This again 
originated with the formalists' idea of the organizing 
principle of a literary work, but in Prague the concept was 
employed as an explanatory theory of literary evolution in 
the aenee that in different points of time in diferent works 
different dominants may prevaile?>5 The change in the 
dominant leads automatically to the re-building of the 
entire literary structure: "vlivem jedine slozky je uvedena 
v pohyb cela slozita struktura jazykoveho projevu a jak se 


jim basn{ktiv vyraz lis{ od bézZneho zpusobu vyjadtrovani", 26 


To sum up, the Prague approach is coherent, in that it 
proceeds within the framework of one single theory of 
langua gee The scholars realize the complexity of all the 


relationships and the disadvantages of abstract 


ee we me wr ee 


24See Garvin 1964, ppe 17-31. 
25Mukarovsky 1941. 
26Muka rovsky 1941, pe 91. 
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schematizations.=? 


be Contemporary Czech Stylistics 


After the war the tradition was restored, especially in 
the field of the functional stylese A new functional style, 
vize, publicisticky styt (style of communication media) was 
raised to the categorial statuse Attempts were made to 
outline a theory of a systematic operation of style-forming 
factors. Jozef Mistrik, eege, explains style-forming 
activity as exercising pressure on the Linguistic material 


in terms of vector setting.78 


The contemporary Czech stylistics concerns itself with 
both theoretical and practical investigations into text | 
structure.??% The assumption is that all levels of text are 
derivable from a general "stylistic princijipte" to which allt 
the relationships unifying the levels corresponde Tne aim 
is to describe the relationships which unite the levels and 
their components as a totality of networks, oppositions and 
hierarchies. A typology of texts according to genre 
provides the frameworke The idea of a "text level" 
(vertikéln{ clenénf) is not new in Czech and Russian 
stylistics.3° It stands for the hierarchy of text 
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27Mukarovsky 1941, pe Q1- 
28Mistrfk 19872. be 
29See espe Hausenblas 1964 and Dolezel 1973. 


39See Mistr{k 1965, ppe 36~38.- 
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components and explains the transitions between the author's 
speech and the characters’ discourse, and phenomena such es 
interior monologue and dialogue ( ree poloprima, nevlastnf 
prima a smiSend)e "Mixing" of the elements of spontaneous 
colloguial speech in the narrator's discourse in Russian 
stylistics has been studied by M. Baxtin and Vinogradove?! A 
more modern approach to the study of the Linguistic 
differences between the spontaneous speech in real life and 
its reflection in epical prose is presented in Kvéta 
Kozevnikova'ts book *Spontannaja ustnaja rec’ v epicesko j 
proze'.72 Probability statistical method is employed and 


communication theory provides the theoretical frameworke 


Innovations are characteristic of contemporary Slovak 


tylistics.?73 The traditional Prague structuralism with its 
concept of grammar has been incorporated into the frameworks 
of semiotics and communication theory, the latter providing 
the basis for a new style typology. An attempt to 
systematize the entire complex has been madee Style is seen 
as "a unique and standardized dynamic configuration of 
expressive features in the text represented by topical and 
Linguistic means", it depends on the author's attitude and 
has a complex semantic (paradigmatic ) plane.?* It is 

Ss naeneanve as an algorithm, and a relationship signifiant-— 
3lTexte der russischen Formalisten 1,1969- 

32Kozevnikova 1970. 


33See espe Miko 1973, Popovic 1975. 
3%See Popovic 1976, pe 17- 
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sigenfie exists between the individual elements, as well as 
between various parts of text. Only practice will confirm 
whether the theory is feasible and whether its domain may be 


justifiable. 


Ce The Neo-Firthians 


In Prague the Linguists and the Literary scholars were 
called philologists and they cooperated in studying texts of 
all kindse But in the Western world of the 30's ~ 60's the 
grammarians did not look much higher than a sentence, and 
literary scholars studied only one kind of text, vize, a 
literary text. Thus a gap developed between a grammatical 
(Linguistic) analysis on the one hand, and a literary (also 
linguistic) analysis on the other. This explains the 
origins of the arguments revolving around the status of a 
literary work as to the scientific domain under which its 
examination should fall.7°5 [It also explains the origin of 
the fashionable definition of style as a deviation from a 
norm which became the catch-phrase of that particular 
periode The norm, as an a priori universal criterion 
leading to the acceptance of one expressive alternative and 
to the rejection of all others, depended entirely on the 


legislator's taste: period, author, reader, usage, purpose, 
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35 e ge, 1960, particularly Jakebson's Closing 
Statements, Fowler 1971, Bronzwaer 1970, Chapters 1&2, 
Schaarschmidt 1973a, Freeman 1970. 
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etce » so that a norm postulated by one legislator turned 
out to be a deviation for another.?© The pioneering efforts 
of the neo~Firthian school of linguists can be viewed as an 
important contribution towards resolving the polemic status 
eof norms and towards bridging the gap between linguistic and 
literary study of texts. The neo-Firthians include,eegZey 
JeRe Firthy MeAeKe Halliday, Angus McIntosh, John 

Me Sinclair, Geoffrey Leech, Roger Fowler, NeEe Enkvist, 


John Spencer, MeJe Gregory, WeAe Koch, et ale 


White in Prague style-forming factors exercised 
pressure on the language structure, the scholars in London 
were discovering the structure by applying a rigorous 
deductive procedure. They realized that the notion of 


paraphrase was crucial for explaining the notion of "style": 


"Roughly speaking, two utterances in the same 
language which convey approximately the same 
information, but which differ in their Linguistic 
structure, can be said to differ in style."3? 


This overlapping definition was taken as a point of 
departure for the procedure; and it was because of the 
overlapping nature of the definition that the entire 


approach ended in a paradox: 


Two small pieces of discourse are taken and comparede 


36Bronzwaer 1970, Chapters 1&2, Enkvist 1964. 
37Hockett 1958, pe S565 
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Style is seen as a pattern of items, and the aim of 
stylistics is - not as it should be in the traditional 
structuralist sense of the word — to find the meaning, but 
to examine the way the linguistic choices converge into the 
pattern. The process of arriving at a meaningful difference 
is a segmentation process, manifested as a choice between a 
small and limited number of possibilities on the level of 
syntax (or what, at the time, was grammar)3?2% esgey active 
VSe passive, positive vse negative, and as a choice 
between words on the level of ltlexis (called traditionally 
semantics )e Once the pattern is constituted another text is 
taken to constitute the meaningful norm into which the first 
pattern deviates and the segmentation process starts againe 
The entire procedure amounts to building text usage~based 
descriptive chain grammars; for the aim is purely 
Erammatical ~ regularities of occurrence and the positions 
of items in the chain have to be found. The task of the 
Linguo-stylists is to analyze the text in order to provide 
data for the Literary critice Thus a separate language is 
created for each text under scrutinye During this 
procedure, however, a number of Linguistic terms, such as 


set, llocation, and cohesion are defined. 


Collocation accounts for the tendency of certain items 


in a language to occur close to each other (economy; 


38Freeman 1970, ppe 75,766 
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affairs, policy, plan). A set, the second category of 
texis, accounts for the tendency of items to share part of 
their collocational range: ( economy, finance, industry).79? 
Halliday and Leech use the term cohesion for the way the 
structure of a text is constituted, *9 It is a syntagmatic, 
or chain relationship, and can be "grammatical", as realized 
by the so-called structure words such as anaphoric pronouns, 
determiners, demonstratives, adverbs; or lexical (repetition 
of lexical items or sequential occurrence of items from the 
same lexical set). It is interesting to note that if 
combined, the terms set and collocation would approximately 
correspond to the notion of "functional styte" as defined by 


the Prague schoole 


The neo-Firthians, however, cannot agree as to what 
"Stylistic items" should belong to what "Language": Spencer 
and Gregory claim that in literary language effect is 
echieved through the interaction between unusual and usual 
collocations, and by inventing new collocations.*! Poetic 
metaphors are nothing else but collocational shifts. 
Leech*2,on the other hand, calls for the necessity to 
consider poetry a special tanguage with its own grammar, 
going beyond the text under description to account for what 
he terms collocative clashe (e€efey broke the erape's joy). 
39See Freeman 1970, pe 78. 

*O8See Freeman 1970, pe 11. 


*ltsee Freeman 1970, pe 79-6 
*2See Freeman 1970, pe Qe 
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At this point, however, the neo-Firthians seemed to 
have run out of meaningful datae This is solved by 
comparing different texts, employing intuitive statistical 
methods, and by collecting extra-linguistic datae Extra- 
linguistic, individual and social norms have to be 
postulated. Thus, language types, such as diatect and 
register are defined, which correspond to Prague school's 
subjective and objective text classes, respectivelye (The 
correspondence, of course, is only approximate )e The 
literary language is first conceived of as a social register 
with its categories of genre, and then as an individual 
register, the classification proceeding in the very opposite 


direction to that of the Prague schoole 


Spencer and Gregory*? have a different method of 
placing a literary text: according to the subject matter 
(fietid of discourse), medium (mode of discourse), and the 
relationship between reader and writer (tenor of 
discourse )e It is only after this has been established that 


the writer can select the structure. 


According to Bronistaw Malinowski and JeRe Firth any 


literary text has a "context of situation'":** 
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*3Freeman 19704 pe 85-« 
**Freeman 1970, pe Ole 


7 ; L@ren a Lea ai 

fe banc ane i I-obn HAP 

. 4 inet ek wit «whey th a nie 
hitiila sing entice ait whtines are wera & 
<n2tes vat ak o iehogell “axe nate “a hess 


Gu: of ewsd Satan Jaboor bind Lectin _— 


“a igre 


ste geddedh we fans -aome panna S aoe wetott on 


a! lene saru2e 4 em? roe er 74S — shentias anh 


or 


oat) <vfovivaeqest .edeceso Peo" ovitaesigie Pas Bees 
ant ‘tare: wanegqges Vive «1 »eRtes to oaabhnetie 


siwsaes vet? of, epvegens cna A 


seteige? Jriones 6 #2 tot 
é a 


Sarde Gint pa ae ced? Los -eeaen 26 ee troprtas adi af 
: 


eo) iahgne c4o¥ e4% f&] fxloeoesetws nit agné?ieasts of .otetge? . 
Ane 


elope’ edgy Aw oct 16. Packt o2 ac tiee7 1b 


mi 


oe 

Seo bodtan Frecstitsh 6 aves © feng oo tity ee waet, “ae 

ve ! 4 p= 

qa3¢ a0 taej.iet afh of greby ove stkeer yroearts o athe ‘ 
ot’ Bre ,laecvesekh ba shaw!) mathee -f verona th to os 


to sonef) sheiny boe h%eo* gairtpe einen thallae 
; a : ‘| 7) 


: a 3 >. Jee 
Pat? bedtalitintes weed ee elir retTt.« Nine et FF -{ seapre ai 


ro 
_ o 


; 7 ue 
- earvicuets off toedne nan est eee | 


van PIT tel Ena GdewoniSatt Weiniaore oF en ihauwaed) @ © 


test ahiveutla to teres” o ead teet ere ots 
wr , ; | ert 


27 


"It is part of our data, even if the Latter context 
is e 2 e embedded in the text with the result that 
there can be no real separation « e e of the text 
from the situation."4#5 
This statement helps Spencer and Gregory class texts 
diachronically, diatopically, etc. Meaning is eventually 
considered not to be in the text at all, and beyond 
Linguistic description: "When examining styte and using 
Linguistics to do so one should consider the relations of 
linguistic features to other aspects of the text and its 


contextual setting. Otherwise his final statements will be 


merely linguistice"*& 


Leech has a more enlightening view on the matter and 
says that in any text one has to construct the context of 
the situation, who are the "I" and "you" and in what 
circumstances they are communicatinge*’ But, nevertheless, 
he is of the opinion that the "broad meaning" should be 


interpreted by the Literary critice 


It is not surprising that the word "style" disappeared 
during the forties in the Weste It was called descriptive 
grammar by the Linguo-stylists and "meaning" by the literary 
criticse But it was thanks to the neo-Firthians that the 
"domain of descriptive grammar" was extended to discourse, 
at the expense of the segmentation of style processes in the 
*Srreeman 1970, pe 92-6 


*“OPreeman 1970, pe 93-6 
*7Freeman 1970, pe 121. 
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language structure.e 


de Pragmatic Structuralism 


A pragmatic view of style has been proposed by Michael 
Riffaterre in his program article "Criteria for Stylistic 
Analysis".*5 The reader himself carries his notion of 
language and makes a guess to establish the striking 
features ina text, as well as its "broad meaning". 
Riffaterre comes to this conclusion by realizing the 
circularity of the arguments about meaning, aims, 
grammatical norms, usage norms, etce "Style" is defined 
implicitty as the writen te strategy which has to be 
deciphered by the reader who is cross-checking and re- 
confirming his observations using the text itself as a 
criterione No extra-textual norms are necessarye This 
allows for language creativeness, as well as for the 
language mythse Riffaterre, however, claims that the 
descriptive linguists! classification with its segmentation 
procedures turns out to be completely useless in this kind 
of common~sense analysise The results of the analysis as 
carried out by the reader have to be passed on to a language 


analyst who carries out the linguistic analysis proper. 


It would appear that the classificatory theory of 


<p me ee ee ee en se ee ae ee 


*8Ssee Riffaterre 1964, ppe 245-263 and also Bronzwaer 1970, 
Chapters 1 and 2. 
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Language has become fossilized in the process of its being 
mapped out; it cannot tell how meaning ina language is put 
acroSSe Moreover, the attempt to discover Linguistic 

structure required recourse to all sorts of non-Linguistic 


phenomenae But there is no way the theory can be falsified, 


as there exist no a priori criteria by which it could be 
donee 
4. G ativ fo) es 


The beauty of modern science is that it gives us 
freedom to make hypotheses about facts and create theories 
which provide their own criteria of falsifiability. It 
starts from the surprise over the fact that structure is net 
recoverable and that tanguage is a processe But the meaning 
is in the text, just as the individual letters or sounds 
are@e A scientific theory as a hypothesis about structure is 
needed which should attempt to explicate all the processes 
ef relatedness between meaning and its expression and which 
should incorporate the notion of "style" as a process anda 
natural product of this structuree Only then can any text 
description become meaningful and linguistically coherent. 
If such an approach is called grammar the hypothesis has to 
be made within some Linguistic theoretical framework. It 
has to be realized, however, that for "stylistics" this 
would mean the reversal of traditional tasks, which shoutd 


now become as follows: Grammar should interpret meaning, 
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provide strategy and specify processes for showing meaning- 
expression relatedness. Style investigations should focus 
on the use of means, their selection and organizatione Both 


are relative to the kind of structure one wishes to imposee 


ae Generative Transformational Approaches and Sentence 


Grammars 


The theory of generative transformational sentence 
grammar, Noam Chomsky's concepts of deep and surface 
structure of sentences on the one hand, and those of 
competence and performance on the other, spetled a 
revolution in Linguistics.e*? Sentences are related by 
processes, their deep structures provide the key to semantic 
interpretation, and their surface structures to their 
Phonetic shapee Its claim is to generate all the 
grammatical sentences and assign a degree of grammaticaltness 
to them, but it only tentatively suggests that Linguistic 
behaviour (performance, usage instructions} might be 
applicable ina separate scientific domain of sentence 


productione 


From the point of view of styte study, it became clear 
how synonymous sentences may be paraphrasede It was shown 


explicitly and much better than in any kind of descriptive 


*9PFor aspects of the theory see Chomsky 1965. 
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grammare°® Chomsky'!s theory also atlows to explain certain 
"stylistic" phenomena such as "broke the grape's joy" in 
terms of selectional rule violationse This means that the 
theory can explain certain usage facts on the level of a 
sentencee But can it explain the notion of style as a 


language process? 


AeEe Derbyshire in his book "Grammar of Style"5! uses a 
special version of a kernel sentence grammar 
(transformations are still allowed to change meaning) as a 
norm from which "style"! deviates into sense and structure, 
attitude and conceit, anti-style, etce To account for 
language myths, information theory has to be called on to 
the aid of Linguisticse The book provides insights into the 
way certain types of syntactic constructions relate to 
"types of meaning": each sentence has a style, transformed 
sentences "behave", and each of them is assigned a situation 
in which it might occure Style, therefore, is again seen as 
a product of various individual, but above all social, 
factors which exercise control over the grammatical 


possibilities; and language processes are isolated. 


Can the deep structure of sentences he equated with 


their meaning in a text? 


SOSsee Schaarschmidt 1973a,y pe 350- 
Siperbyshire 1971. 
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Richard Ohmann was the first to suggest that Chomsky's 
theory may provide a satisfactory tool for a descriptive 
stylistic analysis of texts, but in the traditional sense. °2 

The deep structure of sentences is equated by Ohmann with 
their cognitive structures (ieee meaning), and individual 
style is defined in terms of transformational preferences of 
the writer or the speaker. In a text, easy generatability 
of structure becomes a new norm from which individual style 
deviatese Styte is the Level expressable by certain 
optional transformations, but also by those constructions 
which Chomsky calls stylistic, suggesting that they be 
accounted for by non-grammatical rules of performance, > 
JePe Thorne, SeRe Levin and CeWe Hayes®* are other scholars 
who basically subscribe to Ohmann's viewe Ohmann's 
stylistic method consists in counting the optional 
transformations which might have applied, and the deep 
structurese Style is thus applied transformational sentence 
grammare But during this procedure it turned out that the 
optional character of the individuat transformations could 
not be generalized beyond the text under descriptions In 
different texts transformations became differently optional, 
they had to be established ad_ hoc and then called either 
"srammatical" or "stylistic".55 Separate descriptive 
Daas ace eee 1970¢~ ppe 209-243, 258-279- 

S3See Chomsky 1965, ppe 125-127. For Dingwall's view on the 
matter see Schaarschmidt 1973b, pe 208. 


S4Preeman 1970, articles Noe 11,12,16-6 
SSSee Bronzwaer 1970, pe 32-6 
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sentence grammars had to be written for poetic, non-poeticy, 
literary, non-literary texts, etc. in the same way as in 
the times of the neo-Firthians. A multitude of Languages is 
created and it is not clear which transforms should belong 
to which Language. By applying Chomsky's theory to 
discourse a no-man's land - a new domain was being entered 
and little justice was being done to the domain (discourse, 


performance) and to science in generale 


It appeared at this point of investigation that the 
transformational generative grammar could not be equated 
with the systematic theory for the study of styie. The old 
issue of arbitrary norms and different types of deviations 
(reader,writer, etce)5® is smuggled in through the back 
door, the eran Celt discovered typology of styles coming 
in very useful indeed. Other domains of science had to be 
called to the aid of linguistics so it was abte to make 


statements valid within its own domaine 


Can Chomsky's theory be modified for the purpose of 
text analysis? This is the question posed by Roger Fowler.5? 
He realized that sentences were not isolated in 
discourse, but came to the conclusion that their position 
was determined by the meaning they expressed. From the 
S6See particularly Bronzwaer's objections to Bierwisch's 
recognition sub-grammar of poetry in Freeman 1970, ppe 96- 


1153; Bronzwaer 1970, ppe 31,32. 
S7TFowler 1972. 


1. cana i abs 20 Fak: : mers — 


Knbied uwie ieee oe ai wastes 
| ot jogtt. et eaensdo CRRA 
Sack ne ghind een akenot utr Ww ~ Dead areo—re 
abdpearabd alanoh e4f ef sob puted ome Sotteey aternd 

plarxenng od dgeetse oo Baty 


, a 


oa¥ Yeaadt Adit aHitgqeyn| To Tele valp tA gevandant bal : - 
i) ha ee 7 


bi= oft ~akedys Lo CtiLee ant Tae {ungit oltamdtay eas + ey 
gaat riiekb te esqys snaeans bb b inn ae MIP L ae - wont 
Joud 2&3 papeshe of halgante or oy thar natineysenaons 
Auiaos aergie So Ego Tog yy, |) 197° ei ‘Ehds olenan ea ba de 
ea ws alt ae, “SH “*¢ eaeqe* ie nrg, bere k facinae eew A : 


tefhews eh fon Tico ~eninats avd bekende. Lanai? ew 


aen 63 wittk eav) th ae 2ivgur} tu bre ett of ot, ee 
shat eve et) eamtase bl ay aneentete on 
. i~ 


At 
Qe é8e040q SHY wok beitaeben wat crest .2*otneoet wate ifn a 

12 abi mint: shan ud Besag n6iteeup «ad? «aa eGer taleeiont tee 7 
2) betpinal jen 2190 aon owe + ast? nis emma 

aaivines “~ieaptt ABM? doiegnisuss 4AP/ OF) eeahw. Fe attend Il . 


way O64 Abigawan ape uett prinsen e6F x8 bay iored as sae s 


34 


stylistic descriptivist point of view, he argues, all the 
transformations actuatly appearing are obligatory, as each 
sentence is gpiven;, and in the domain of performancee This 
observation leads him to the assumption that another level 
should be inserted into the sentence structure: the level of 
semantic structuree Thus three levels of sentence 
description exist: deep structure (cognitive content, or the 
most abstract level), semantic structure (propositional 
content,°5® or the less abstract level), and surface 
structure (concrete tevel ). The paraphrase relation on 
which the traditional stylistic method depends is, according 
to him, expressable not by the equivalence of deep 
structure, as Ohmann Says, but by the equivalence of 
propositional content. Fowler basically justifies the 
status of Chomsky's transformational grammar as a good 
linguistic norm for stylistic analysis and concludes that 
the need to complicate the theory by the introduction of 
another level into the meaning of a sentence calls for the 


introduction of semantically-based grammarse 


JeMe Ellis argues against all those who claim that 
style is a levele°? The major point he makes is that 
content and form are inseparable, that style is meaning and 
that, therefore, the use of the term should ceasee 
S8For details pertaining to the notion: propositional 


content see Fowler 1970. 
S9See Ellis 1970. 
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Specifically, he argues against Ohmann and says that if the 
surface structure is changed by a stylistic transformation 
the "broad meaning" of the sentence is changed also, 
depending on the "general purpose" of the utterance. In 
Literary texts in particular, that kind of meaning can be 
established only after reading the booke His second claim 
is that "style" cannot be segmented and/or isolatede On 
this issue he argues against Koch, attacking the Latter'ts 
theory of split semantics. According to this theory, each 
word has two kinds of meaning which overlap, so that a 
common area of meaning on the one hand and a semantic 
differential on the other may be isolated. For this to be 
done satisfactorily, he argues, the split in the semantics 
would have to be established for allt the word's usese Had 
Fowler's article been publisthed before Ellis's, Ellis would 
also, no doubt, have noticed that Fowler is doing for each 
sentence what Koch would have to be doing for each word, 
vize,y applying contrastive analysis methods in the domain of 
a scientific theory which stipulates that transformations 
are processes and not levels, whether separable or 
inseparable. The theory, of course, cannot be modified in 


this way because its axioms prevent ite 


be Beyond the Sentence 


What means does Chomsky's theory provide that we can 


use to explain facts? 
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Fowler's observation was correcte In discourse, 
sentences are not isolated; they are connected in various 
WAYSe The terms such as "cohesion" or "functional sentence 
perspective" are indicative of this facte But in different 
languages different types of "propositions" exist since each 
language organizes its linguistic material differently. 
Fowler's attempt to solve the problem, therefore, does not 
throw any light on the issue of the domains of competence 
and performancee The positions of sentences with respect to 
one another depend on ltlanguage-specific processes which can 
only be investigated if we look at the context in which the 
sentences are founde Gunter Schaarschmidt®9 elaborates this 
point particularly in his article "Stylistic Processes and 
the Grammatical Structure of Slavic Languages", using 
Russian data as evidencee The major points he makes are as 
follows: 1) the necessary recourse to the deep structure of 
sentences in Ohmann-type analysis complicates the 
quantitative statistical analysis of texts and 2) Chomsky‘s 
sentence grammar is typologically of little descriptive and 
explanatory adequacye In Russiany CeSer certain surface 
structure positional variants are determined and predictable 
by rules "which make reference to specific contextual 
elements such as antecedent noun phrases or contrastive 
stressing.e"®! Such rules, however, could only be formulated 


60See Schaarschmidt 1973ayhbe 
6lSchaarschmidt 1973a, pe 352-6 
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after the domain of generative grammar was extended beyond 
the sentencee This is what was implied in the arguments 
pertaining to the optional vs. obligatory character of 
transformations in different text types, and Schaarschmidt 
says it explicitly: "Ynasmuch as Literary texts can be fully 
characterized only by theories about Linguistic objects and 
not by theories about all kinds of non-linguistic objects, 
the theory of discourse grammar must be considered a 
necessary and sufficient scientific system for the 
postulation and verification of hypotheses governing such 


textset62 


Only then can semantic considerations be taken into 
account and linguistic phenomena such as proposition, topic, 
deletion, verb aspects, voice,®? pronominalization,®* etcey, 


may be explained in a coherent mannere 


It appears, cneverere! that Ellis perhaps did not 
consider that "style" is not only meaning, but also tanguage 
processes and that the use of the term can cease only if a 
discourse grammar can account for theme The crucial issue 
is not whether generative grammars be based syntactically or 
semantically, as Fowler seems to think, but rather, 
whichever approach be adopted, how to extend the validity of 
62See Schaarschmidt 1973a,y pe 347- 
63Fxplanations of the treatment of passive construction 


within this theory can be found in Schaarschmidt 1973b-. 
6*For some aspects of pronominalization see Schaarschmidt 


1976. 
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the system beyond the sentencee 


ce Equational Discourse Grammar 


GeAe Sanders' and Schaarschmidt's model of generative 
equational grammar, since it is based on discourse, seems 
promising in this respecte®> The theory attempts to include 
a much larger range of data than any transformational 
sentence grammare Consequently, all the concepts of style 
previously discussed within the generative framework may be 
includable in this theory in so far as it can account for 
them with at least the same degree of descriptive adequacy. 
A sentence grammar can then be considered to be a non- 


natural theory. ©® 


The theory views language as a symbolic device for 
associating meaning with audible and/or readable. symbolse 
Its theoretical language states that a Linguistic object of 
any length (sentence, paragraph, text) is analyzable in 
terms of semantic givens (cognitive structures )e The 
relationship between the semantic givens is commutative 
(non-linear,hierarchicat), and is specified in terms of 
associative set groupinge The descriptive Language of the 
theory is symbolic logic, with logical operators relating 
6ST owe my conceptualization of the theory to many hours of 
classes and discussions with Dre Ge Schaarschmidt. 


66For discussion of the extension of empirical domain of 
linguistic theory and the conditions for reducibility see 


Sanders 1970. 
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the pre-grouped structures, It is assumed that there exist 
a finite number of ways which are arbitrarily established 
for each language to convey the meaninge The grammatical 
processes consist of a statable number of re-grouping 
operations, some of which are universal and some of which 


are language-specific (especially the Low level rules).&? 


The three basic assumptions of the theory may be 


summarized as fotlows: 


1. The semantic completeness constraint states that 
semantic structures are free of Linear orderinge 

2e The phonetic completeness constraint states that 
all phonetic structures are linearly orderede 

3.e The invariant order constraint states that all 


ordering is predictable by rutes. 


As a result of these assumptions it fottows that allt 
linearization processes are logically subsequent to re- 
grouping and depend on language-specific processeSse It is 
only after linearization has been completed that the Lexicat 


and phonological rules applye 


The above assumptions represent a change of axioms in 
contrast to all the theories which postulate an underlying 


linear order. It is due to this change that the theory can 


em me we ee we Tt 


67Specification of the individual rules and constraints can 
be found in Sanders 1975. 
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describe Linguistic facts in a simpler and more explicit way 
than other theories, whether transformational sentence 
grammar theories or other discourse grammar hypothesese 

That this is indeed so has been shown on Slavic data by 


Schaarschmidt (1973ayb, 1976). 


The deductive logical system is simple, coherent and 
capable of explaining the notion of style as a process. 
Style is seen as a product of Linguistic structure of a text 
and/or any piece of discourse under descriptione Enough 
structure can be generated for all people to use language 
efficiently; in other words, grammar provides the directions 


as to how tanguage could be usede 


de The Concept of "Stylistic Fitter" 


The issue raised in connection with the notions of 
competence and performance still remains to be tackled. 
Naturally, certain parts of the concept of performance have 
been incorporated into the discouse grammar theorye A large 
part of the concept, however, is of a "fuzzy" nature. The 


“Wfuzziness" can be accomodated by the introduction of the 


concept of a stylistic filter. 


Stylistic filters are imposed on the generated surface 
structures by (1) non-grammatical social conventions and by 
way of (2) personal idiosyncratic preferencese 
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(1) refers to the fact that at any given time in the 
history of a language, different social conventions may 
exist so that certain structures are either not admitted or 
preferred.©®8 This pertains, eege, to tabu words, to the non- 
admittance of accumulated participial clauses in Russian on 
the one hand, and the preference of variance between 
participial clauses and relative clauses on the other. 
Similarly, accumulation of certain phonetic combinations or 
sequences may not be admitted, eege,s "S—-z-s~-s—z'!! 


(ieee Sibillants) in Czeche 


(2) refers to the fact that personal attitudes of 
people to language vary, so that person A may prefer to use 
structure A in the context X, whereas person B may prefer to 


use structure B in the same contexte 


The filters are lLanguage~specific and by no means of a 
fixed naturee On the contrary, they are quite flexible, and 
grammar can study the degrees of hesitation to the extent 


they are reflected in languagee 


Moreover, a relationship exists between stylistic 
filters, grammatical filters and grammatical rulese For 


example, in the older stages of development of the Czech 


language the order Noun + Adjective was the general word 


order stipulated by a syntactic rulee In the developmental 


68See also Meltcuk 1974.6 
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period between the two world wars the above order had become 
to be felt as increasingly unnatural by the majority of the 
speakers of Czeche The syntactic rule had gradually become 
@ syntactic filter and, later on; when the above order was 
completely dismissed as unnatural, a stylistic filter, so 
that now the above order is admitted only in specific 
contexts (above allt poetic and/or for the purposes of 
emphasis), or in very idiosyncratic individual uses (old 
people). A new order, d je ve + Noun, has meanwhile been 
incorporated into the grammar in the form of a new syntactic 


rulee 


Similarly, other types of grammatical filters 
(vize, lexical and phonetic) may become stylistic filters in 
the process of the development of a languagee Andy, as 
follows from the Czech example stated above, the reverse 
process (ieee, stylistic filter becoming a grammatical 


filter and/or grammaticat rule) is no less naturale 


Although grammar acknowledges the existence of the 
processes indicated above, it cannot explain the reasons why 


these changes occur, nor can it provide directions as to how 


stylistic filters should he usede 


The task of delimiting tendencies for the selection of 
the best variants in a given context for a given meaning 


would, therefore, fall into the domain of stylistics. 
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ee Other Discourse Grammars 


As mentioned above, various discourse grammars (usually 
referred to as text grammars) exist at the present time. 
They have been proposed, eege by Isenberg, Petofi, Van Dijk, 
etc.®? Arart from postulating an underlying linear order, 
some of them also distinguish between logical and illogical 
linguistic statements (connected vse disconnected 
utterances), excluding the Latter from linguistic 
description on the assumption that a communication breakdown 
would result. But a communication breakdown is not a 
linguistic breakdowne The exclusion of illogical statements 
implies that such systems cannot provide for the generation 
of poetic texts and certain types of Literary texts 
(nonsense texts). The two text types would have to be 
accounted for by special grammars. (Special text grammars 
of poetry etce would also have to be created if the low 


level rules did not generate enough structure). 


Another question pertains to the character of the rules 
in some text grammar modelse In the Sanders and 
Schaarschmidt model, both the high and the low level rules 
are of the same nature, which has certain advantages of 
simplicity over systems where the relationship between the 
two has to be defined, as is the case in Van Dijk's model. 79 
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69For a discussion of some models (espe Isenberg) see 


Schaarschmidt 1976. 
*O9See Van Dijk 1972, pe 40- 
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As Schaarschmidt says (vide supra) his particular model 


ef discourse grammar provides the theoretical basis for the 


postulation and verification of hypotheses about 
reader makes an educated guess as to the meaning 
and the organizing principle of the writer. ALL 


strategic operations of the writer are deducible 


texts: the 


of the text 


the 


from this 


principle and traceable by the readere Distribution of 


syntactic patterns, degrees of condensation, exploitation of 


hypotactic and paratactic constructions, etce help the 


reader discover the processes used by the writer during the 


creation of his texte They alse indicate the strategic 


points in the text (eegse,a story) or its parts. 


Each step 


hes to be proved, the initial hypothesis being constantly 


checked in the process of description against the system of 


ruleSe They can naturally explain the organization of 


larger parts of text (ecege,one may speak about 


topicalization or deletion of paragraphs), as well as the 


organization of smaller text componentsSe If at the end the 


phonetic givens correspond to the initial hypothesis, one 


may be satisfiede If a wrong result is obtained, 


the 


procedure has to start againe The theory provides the 


framework within which competing hypotheses may be 


evaluated. In this way, any text can be described and its 


structure explained in a meaningful and coherent waye The 


paraphrase relation, in the sense that one text structure 
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may be seen as having a number of different meanings andy 
conversely, that one meaning may be formalized in many 
different structures, can thus be accounted fore An 


explanation is provided for the fact that language is 
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creative and that it may create myths. The entire procedure 


is truthful only within the given framework, but until the 


theory is falsified it will continue to be true?! 


Se Cone lusi on 


The concept of style as a way of using language has 


been changing according to the various views on the nature 


of languagee 


Classificatory frameworks tend to isotate "style" as 
specific level which can be described separately and/or 
segment style processes in the language structuree Such 
approaches lead to "dead theories" which are incapable of 
further growth, while attempting to account for facts in 


their totality. 


An alternative approach is proposed which postulates 


explicit definitions and does not claim to be exhaustive. 


714A similar generative view of structure is proposed by 


Zolkovskigj and Séeglov in their reconstruction of the [l'f- 
Petrov story "Twelve Chairs". Topicalization is one of the 


processes (See Zolkovskij and Sceglov 1967.) 
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The writer's strategy may be seen as a filter employed 
by him throughout the creation of his textse In the 
concrete case of this thesis, the writer is Karel Capek and 
the text to be analyzed is a story from his ovid jedné 


kapsye 


The aim of the analyst is to discover the filter, ieee, 
determine the Linguistic operations by which the filter is 
constitutede It appears that the equational grammar model, 
Since it is based on discourse, may be suitable as a 
theoretical framework for the analysise Capek's style, as 
his use of the Czech language in the story, witl be seen as 


his particularization of the grammar of Czeche 


The number of Linguistic phenomena to be investigated 
in the analysis will have to be restricted for the mere 
reason of the impossibility of inclusion of all the relevant 
variables. It is to be stressed, however, that the 
variables under investigation form a part of the entire 
linguistic complex which is constituted as an interaction of 
all the variables. For a linguistic analysis to be 


meaningful the text has to be considered as a wholee 


For the purposes of this thesis, Capek's idiosyncracies 
which are directly related to the Linguistic structure of 
his story wilt form the object of concentratione Filters 
imposed, eegey by sociological pressures, market pressures, 


etce, will be disregardede Cultural and aesthetic norms, 
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however, will have to be included and taken as givene They 


represent a part of the data, just as the plot and the theme 


of the story does. 


but 


may 


may 


may 


and 


The proposed approach will attempt to be systematic, 
the nature of the system is to be left opene New rules 
emerge in the process of the analysis and new operations 
be discoverede The art of asking the right questions 
result in further revelations about the Czech language 


about Karel Capek who Knew so well how to use this 


complex and mysterious instrumente 
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CHAPTER 3 


VIEWS OF GAPEK'S STYLE 


The purpose of this chapter is to give a summary of the 
major and/or most interesting studies and statements that 
have been made about the style of Karel Capek with the 
concentration on the style of his stories and other minor 
genres, focusing in particular on Povidky z Jiedné az druhe 


kKapsye The summary does not claim to be exhaustive. 


1. Introduction 


As is evident from Chapter 2, there exist extra- 
Linguistic factors which influence the style (ieee the 


¥ 
control and use of linguistic means) of any author, Capek 
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not excludinge They concern the personality of the author, 
his world outlook, social, cultural, aesthetic and other 
norms of his time. One has to bear in mind that they are 
not necessarily constant in the course of the author's 
Lifetime. Very significant factors are those of the type of 
literary text (genre) and the theme of each individual 

worke They combine and interact in various ways with all 


the other factors. 


Capek and his work, particularly, his Povidky z iedne a 
d é ka » will now be discussed in terms of the above 


factorse 


Karel Capek is known in the Literary world above all as 
a writer of novels and plays, whether noetic (tritogy? 
wv dl a A ro Ld v 
Hordubal, Povetron, Obhyce,iny zivot; plays: Ze zivota hmyzu, 
Loupezn{k), or utopian and science fiction (novels: Tovarna 
: | . 


nea_Absolutno, Krakatit, V s_MtL 3 plays: RUR, Vee 
Makropulosy, Blla. nemocg )eo 


He was born on January 9, 1890 at Male Svatonovice, a 
village in northwestern Bohemia, close to what was then the 
linguistic frontier between Czech- and German-speaking 
peoples. He was a man of gentle character, unusually 
sensitive and highly educated; a fine artist obsessed with 
the desire for any kind of scientific knowledgee His 
perceptive eyes could observe more than the eyes of 


thousandse He Lived the vexing problems of his century and 
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tried to find answers to them in his works to ease his 


Spirit and to give pleasure to mankind. 


Capek died on Christmas Day, 1938. GeBe Shaw wrote an 
expressive epitaph on the occasion of his death: "It is too 
absurd. It should have been my turn this timee Karel was 
far too young to go like that. He had at least another 


forty years to give so much to the worlceee!t 


All his adult Life Capek worked as a journaliste This 
enabled him to keep in touch with everyday Life and to have 
a direct contact with people. From his student years his 
philosophical outlook was that of the Anglo-american 
pragmatism which, as such, is more a guide for living and 
thinking than a philosophical system.? Capek's personal 
version of pragmatism can be briefly summed up as follows: 
truth is relative, absolute truth does not exist, everyone 


has his own truthe 


But his inquisitive spirit and his sensitivity of a 
wide-eyed child did not allow him to accept the version 
without questioning ite The noetic problem of finding and 


knowing the truth is reflected in various degrees in his 


lHarkins 1962, pe BOX 
2The movement called pragmatism was founded in 1878 by 


Charles Sanders Peircee Basically, it is a phitosophy of 

turning to facts ascertainable by exact sciencese Capek's 
oA : 

doctoral dissertation Pragmatismus cili filosofie 


praktického Zivota was published for the first time in 
1918. 
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various works. It is the topic and/or genre and the 
stylistic devices he uses that betray the degree of success 
with which he was able to reconcile the dilemma. (Compare 


his early works, Povidky G2 jedne a Zz druheée kapsy, and his 


trilogy). 


Although éapek was deeply concerned about the affairs 
of the world, he had his inner vision of an ideal world 


without hatred, full of good relations and kindness, a world 


of stable values and true moralse In Povidky z jjiedné a z 
drubé Kapsy he was able to harmonize his pragmatism, his 


more idealistic world vision and his nvoetic strivingse 
Rather vaguely, Capek wrote in 1930 that what the stories 
depict is "reality only" (jen skute¢nost).32 He was perhaps 
right in saying so in so far as some of the stories are 
based on events that really happened, and in so far as he 
re-created in some of them the not-so~ideal reality of 
social conditions. But for the sake of making his people 
more alive and "real" he had to idealize them with the 
result of making them appear comicale The noetic question, 
so much investigated particularly in Bozi mukay,y Trapne 

vid and the trilogy, resounds here only in mute tones 
(Sié¢pé je). About half-way through Povidky z jjedné kapsyy 
Ca pek was suddenly captivated by the question of justice of 
this world (Zlofin na poSté, Postedni soud, Zmizen{ herce 
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Bendy, Vrazedny vitok, PropugtSny) and tried to prove that 
the standing judicial system was inadequate, while, at the 
same time, arguing out the point in the press with mest 
ardent fervoure The stories provide ground for expounding 
his views on phenomena such as graphology, surrealism and 
freudism (Jasnovidec, Basn{k, Experiment ae ee 


Some of the themes reflect Capek's own hobbies - gardening 


and carpet collecting (Ukradeny kaktus, Cintamani a_ptdci). 


But Capek's greatest pleasure was the process of story- 
telling itself.* Capek was not brave enough to gamble with 
life, to live an adventure in opposition to the dull, 
socially stagnant world. But he found his game, his epic 
and his romance in detective stories, in creating and 
nerrating minor lonely rebellions and absurd actions ina 


loving and humourous waye 


It is generally alleged (Dolezel 1963, Harkins 1962, 
Klima 1962) that Capek is at his best in minor genres? 
stories, fairly tales, travel features, feuilletons, 
causeriese In these genres Capek was most successful in 
implementing the colloquial speech device most typical of 
his stylee While subscribing to this claim, one could make 
it even stronger by saying that he is at his very best in 


Pov{dky z jedné az druhe kapsvye The reasons are above all 


aesthetice 
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Capek's non-fiction lacks action and he has a tendency 
in these genres to overgeneralize, to draw conclusions on 
the basis of superficial observations in a hurried and 
impulsive manner (although such generalizations may be 


considered comical). For example: 


‘"Domnivam Sey ze Anglie se stale zem{ svobody proto, 
Ze tam bylo dovoleno Slapat po travniku." (I think 
that England has become the land of freedom because 
the English let you walk on the lawne )® 


The main reason for this preference is as follows: the 


appealing style of Povidky Zz jedn¢é a Zz druhe kapsy owes much 


to their plots and to the fact that they are excellently put 
yy 

togethere Capek gave a most profound thought to the form of 

a short story, much deeper than he gave to the form of a 


novel or play: 


“In the two books I was further interested in the 
problem of a short storye Story~making has been 
given Little thoughte Formally; a little short 
story of 8 to 12 pages provides the same pleasure 
for its creator as a sonnet or some other poetic 
forms I think that the English have learned to 
write so well only by writing stories, only through 
so doing have they found the tremendous drilt and 
disciplinee e e I had to ask myself the question who 
our reading public weree « e to realize that I had a 
great responsibility, increased by facing a large 
number of readers". ® 


Povidky z jedne a_z druhe kapsy are formally well 


come ee em ee ee ee ee me ee ee ee wee ee we we ee 


SGapek 1970, pe 164. 
6Capek 1959, pe 6. 
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balanced, while the contradictions of Capek's character seem 
to appear in the stories in full complexitye That is why 
the stories lend themselves best to the analysis which will 
be carried out in the fourth chapter and which will 
concentrate on Gapek's idiosyncracies directly related to 


the Linguistic structure of one of his storiese 


The statements made about Capek's style may be divided 
into (1) specific studies that investigate Capek's styte as 
@ narrative structure, (2) general studies on stylistics as 
a discipline where Capek's work is mentioned as an 
illustration of certain stylistic processes, and (3) 
literary historical, literary critical and the remaining 
structuralist works. All of (3) contain isolated and, for 
the most part, impressionistic statements about the style of 
Ca peke The statements of the first group will be summarized 
in greater detail, while those of the remaining two groups 
will be added as footnotes or elsewhere in the main body of 


texte 


The first group includes the following titles: 
Mukarovsky 19413; Haller 1937;’ comparative studies: Winner 
19633; Koenigsmark 19703 Dolezel 1973-6 The second group 
comprises: Dolexzel 1960; Dotezel and Kuchar 19623 Hausenblas 


1969; and the third group includes: Harkins 1962; Wellek 
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7Hallerts study is on the borderline between the Bally-—type 
and the structuralist approachese 
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& wv * Aa 
19635 Mukarovsky 1946, 19613; Voéadlo 1975; and all the other 
works quotede The most important of this group is Harkins! 
book; he views Capek'*s style mainly as an aesthetic 


phenomenone 


Jan Muka rovsky is the scholar who has studied Capek's 


style in greatest length and detail, especially in Troviice 


v Pa 
studif{f o Ke Cankovi: Vyvo.,i Cavkovy prozy Cppe 427~467); 


Proza Ke Cepka Jiako lyricka melodie a dialog (pp. 467<487)3 
Vyznamova vystavba a komposicn{ osnova enikyv Karla Capke 
(pp. 487-520).8 The essays are included in Kapitoly z ceske 
poetiky 2, one of the key works of Prague structuralisme 


They deserve a detailed summary, although, taken together, 
they tend to be repetitive and somewhat prolix owing to 
Mukarovsky's complex approache They are nevertheless 
coherent and, moreover, they have become the source for most 
of the other stylistic and literary theoretical studies on 


vv 
Capeke 


De Pes J arl tyle 


The majority of scholars investigating Capek's style 
single out the use of the colloquial version of the Czech 
language of Gapek's time on the one hand, and the use of 
lexical enumerations on the other as the most typical 


features (for example, Mukarovsky 1941, Harkins 1962, Haller 


8Mukarovsky 1941. 
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1937). Most of them also allege that these phenomena 
appeared at a certain stage of Capek's artistic development, 
vize, the period beginning in 1929, after Capek embarked on 
a career of a writer separately without his brother Josef 
and started writing minor genres. It is to be noted, 
however, that the rudiments of the style particular to Capek 
can be traced back to the very outset of his career, 
specifically to his first work, 4 ezi vé do 


- translations of modern French poetrye 


Poet Vitézslav Nezval? remarks in his introduction 
to Capek's translations that Capek brought a new poetic 
spirit into Czech poetrye This spirit is carried by clarity 
of language, by what Nezval calls "samozte jmost" (matter-of- 
factness) and by the reduction of the poetic licence toa 
minimume In order to understand Nezvalts comments one must 
look at the Czech poetic language prior to the First World 
Ware It is distinguished by unnatural word order and 
constructs such as kdys', zgkad', kys'", used for euphonic 
purposes in place of the standard kdysiy odkudsi» dakysie 
Modern Czech poetry is distinguished by its more colloquial 
tone which, according to Nezval, is a result of "complex 
verbal Linking".49 Mukarovsky!! explains this when he notes 
that Capek adapted the Czech word order to a more colloquial 
9fapek 1957, ppe 5-8. 


10 fapek 1957, pe 8e 
limukakovsky 1941, pe 397-6 
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one so as to render the simple prose-like structure of the 
poetry of Apollinaire and other French poets.e The main 

4 
changes Capek makes in the Czech poetic language are thus 


syntactical and rhythmical.!2 


Capek himself was greatly concerned at that time with 
the question of style, and language and literary normse He 
was a member of an avant-garde group which included writers 
such as Fe Langer and Se Ke Neumann, as well as architects 
and painters - eege Gutfreund, GoGar, Spala, KubiSta, 

Je capek. Their discussions on style and technique can be 
found on the pages of the journals Umélecky mésicnik, 


Prehled, €na, Almanach. After the First World War they 


continued in Prf{tomnost. 


In his first essay, Muka frovsky studies the development 
of Capek's prose taking into consideration the background of 
the Czech and foreign literary trendse Capers prose is 
divided into four developmental stages: Pocatky a hledan{, 
Neviditelna udalost a skryty vv¥znam) Rekenstruk e_udglost ’ 
Vypraven{ a rozpravent (Beginnings and Search, An Invisible 
Event and the Hidden Meaning, Reconstruction of an Event, 
Narration and Conversation )« 


ee ee ee ea ers Stes tatoo pee 3 
l2ZAssimilation of the linguistic base of poetry to the 
current literary Language and to Common Czech with reference 
to Capek's translations is mentioned particulary in 
Hausenblas 19693 see atso Harkins 1962, pe 3035 Vocadlo 1975, 
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The first stage, Pocatky a hledan{, includes 


Ww 


‘ 47 - 

Kreakonesove zahrada and Zarive thlubinye The former is a 

parody on the ornamental style of symbolism and decadence 

whose devices consist in ample use of subordinate clauses 

with relative pronouns and gerundse The ironic effect of 

fapek's first collection is achieved by the combination of 

complex syntax with a trivial and often vulgar lexicone In 
cv? ¢ y 

Zarive hlubiny the Capek brothers lay the foundations of the 

"narrative school".!3 The stories are epical,; the syntax 


simple. 


René Wellek sees in some stories of this collection a 
parallel to the pre-war German neo-classisitic tale of Paul 
Ernste!* So does William Harkins who interprets the 
collection as an attempt to introduce the technique of 
reporting into narrative fiction, as well as Capek's first 
attempt at literary cubism.!5S Harkins gives this term to an 
ERT on different planes and sees the technique as a 
trick achieved by mechanical combination of what he terms 
lyrical and philosophical stylese Both Wellek and Harkins 
agree that Zarive blubiny provided for Capek a mere training 


in story telling. 
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13MNukarovsky 1941, Pe A3l1e 
i*Wellek 1963, pe 48. 
ISHarkins 1962, pe 47-496 
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Be Lopment 


° ¢ 
According to Mukarovsky's division, the second stage of 


y- 
Capek's development is called Neviditeltna udatost a. skryty 


’ 
vyyzname Mukarovsky chose this title because of the 


technique employed which implies a tension between the 
obvious foreground and the hidden background, and because in 
the second stage it is the background which is more valuable 


and lastinge 


The following works are named as belonging to the 


second stage: the story collections Boz{ muka and Trapne 
povfdky and the novels Tovarna na Absolutng and Krekatite 


The stage begins when Karel is abandoned by his brother who 
devotes himself to paintinge Karel draws experience from 
the resources of the nineteenth century European realistic 
fiction and attempts to overcome its technique, basically 
demanding that a stress be laid on the difference between 
the communication of fact and the fact itself. As indicated 
above, Muka rovsky uses the concept of foregrounding to 
explain that Capek concentrates on the process of narrating 
witht tie aim to free action from its dependence on time 


sequence, !® 
in Bozi muka, for example, the most important part of 


t6Tne manifestation of the process in the use of tenses is 
not being stressed by Mukarovsky3 it has been elaborated in 
Dolezel 1960. 
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the event is shifted to the background, but the way of 
shifting differs in various stories. According to 
Mukafrovsky; this is Capek's first attempt to differentiate 
narrative as a meaningful unit from a fact which remains a 
mysterye The resulting epical tension is capable of 
creating an illusion of motion even in a static 
description. The narrative itself, however, is suppressed}; 
it is the detective situation which is foregroundede 
Although conceived of as detective stories, Boz{ muka were 


not accepted as such because the mystery is never resolved.i? 


Trapne povidky are superficially different: the event 


narrated coincides in space with the action constructed on 
ite Nothing is hidden, but the compositional principle 
remains the same: the background is represented by the 
contradictions —- the first, outer or conventional meaning 
and the second, inner meaning intimated to the characters. 
The contradiction is never reconciled, and, according to 
Mukarovsky, lasts toger than the event narratede Detailed 
analysis of stories illustrating this idea are given on 


ppe 435-436.18 


Se EES SRE De ile ere 
t7Harkins 1961, pe 52, is of the opinion that the story Hora 
is the first successful example of Literary cubism ina 
storye The narrative is fragmented into episodes portraying 
different characters whose individual reactions to the 
mystery correspond to different planes of viewpointse The 
technique reminds of Povetrone 

18Mukarovsky 1941. 
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In Tovarna na Absolutno the background is represented 
by the course of events in which the reader is allowed to 
participate occasionally, (Capek addresses the reader), 
whereas the foreground are the concrete actions, scenes and 
colloquial dialogues. Tovarna na Absoltutng is generally 
referred to as a novel-feuilleton because of its style of a 


newspaper reportage.!9 


v 
In Krakatjit, Capek's first bona fide novel, the 


foreground is constituted by the continuous action, but its 
individual streams lead into the unknowny ieee, disappear in 


the background. 


4. Recaenstruction or Narration? 


Vv ¢ 
ae Mukarovsky 


, 
Mukarovsky incorporates three works into his third 


é é 
stage, called Rekonstrukce udatosti: Povidky z jedne kKkapsy, 
Hordubal and Povetrote The two ltevels of foreground and 


background are still present, but emphasis is taid on the 
foreground. The event is no longer a mystery, but a task to 
be solvede This stage is interpreted as the core of Capek's 
noetics: one may view the same event from various angles, 
19Harkins sees the novel as a "brilliant pastiche of the 
most diverse kinds of writings: newspaper articles, memoirs, 


scholarly works, manifestos, etce “" (See Harkins 1962, pe 
95). 
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its different modes manifest in the text as being results of 
the different methods of viewing it. In the first half of 
ovi jedne k SY, the direction of the event's 
reconstruction (the how and why) becomes importante2"5 A 
similar process is to be traced in Povetron: the three 
differing narrative viewpoints (nun, clairvoyant, poet) are 
foregrounded and based on the doctors factual account of 
the event reconstructed in theme In Hordubal the action is 
viewed from the point of view of Hordubal himself (his own 
thoughts and emotions are foregrounded), then from the 
viewpoint of the potice officers and finally from the point 
of view of the jury. Linguistic devices in Hordubal's own 
narration include constant use of the historical present 
tense, in contrast to the past tense of the following 


narrations, and the tags of Slovak, Russian and English 


wordse 


The devices employed for differentiation of the 
viewpoints seem to consist therefore in the way of narrating 
we 
alonee Although it had been already elaborated by Capek in 


the third stage, Mukarovsky assigns it to the fourth stage. 


20Mukarovsky exerts considerable effort to induce the 
organizing principle of Capek's detective story from that of 
the traditional detective story of Conan Doyle: while in the 
Latter Dr. Watson impersonates faulty opinion and yoher lock 
Holmes is the impersonal and infallible mind, in Capek it is 


not only the trained mind which solves the mystery - e€ege in 
Modra chryzantema, the solution is accessible only to the 


village idiote 
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be Other Views 


Miroslav Rutte views the entire Caner trilogy as three 
story cycles bound by one noetic theme which is developed in 
the different narrative modes and terms the technique either 
perspectivism or psychographic method tin which "dialogue is 
consistently missing".24 Most characters lead interior 
monologues, including the three narrator figures in 
Povetrone Dolezel, on the other hand, says that "je totiz 
treba, aspon zasadneé, rozlisit sub jektivizovane vypraven{ od 
vnitrnf{ho monologu postave e e existuje zde postupny 
prechod: vnitrni monolog —- sub jektivizovane vypraven{ _ 
vypraven{. e « "22 Wellek calls the method employed in the 
trilogy perspectivism and sees Hordubal's narration as "a 
sort of internal soliloquy which is discretely supltlemented 
by the author's commentary".23 However, he sees no common 
conception underlying the theme of the tritogye A critical 
remark pertains to the "somewhat overtaxed" use of the first 
person in Obveeiny zivot.2* Strangely enough, Mukarovsky 


does not include this novel in any of his stagese 


The method employed in the trilogy is proclaimed as 


e 
literary cubism by Eva Strohsova?>5 and, of course, by 


2tRutte 1939, ppe 201-202. 
22polezel 1960, pe 152-6 
23Wellek 1963, ppe 58-60. 
2*wWellek 1963, pe 58. 
25strohsova 1963. 
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Harkins who also calls it perspectivism in placese The 
depiction of Hordubal's inner world is, according to him, "a 
brilliant example of the technique of reported speech".26 In 
the article Imagery in Karel Capek's Yordubal Harkins gives 
a detaited description of the transitions between the poetic 


images and the agricultural vocabularye2? 


Se e a to 


Be Mukarovsky 


Muka rovsky's last stage - Vypraven{ a rozpraven{ - 
includes epical works: Pov{dky z druhe kKkapsy and Devatero 
pohadek, but also all of Capek's journatistic work and his 
travel features. The manner of reporting is foregrounded, 
the narrative method consisting in creating an illusion of 
oral speech in the structure of the worke The deliberate 
use of the oral speech device is marked in Pov{dky z druhe 
kapsy, closely followed by Devatero pohadek. Mule vovenve® 
maintains that Pov{dky z druhe kapsy exemplifies the 
culminating of the trend to overcome the residues of 
humanistic syntax (ieee scholastic way of writing artistic 
prose), which had significance not only for the further 
development of Czech literature, but also for modern Czech 


pe one ee ee cee es ee we ee ee ee eee 


26Harkins 1962, Pe 133. 
27See PMLA 75, 1960 », pe6iT7-. 
28Mukarovsky 1961, pe 325. 
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Journalistic writing. Whereas in Pov{dky z jedne kapsy and 


a 


Tovarna na Absolutno colloquial elements?? are also present, 
but Limited to direct speech only, in Povidky z drubeé kKapsyv 
the entire pepe is colloquial, including the narrator's 
discoursese The stylistic devices employed to create the 
illusion of oral speech include syntactic, lexical and 
intonational meanse?9® Short sentences are used in place of 
long ones, parataxis is more frequent than hypotaxis, the 
internal logical coherence of the sentence is reduced: 
compare ten Balaban to byt, instead of the standard Helanas 
byl; the second person of een and pronouns is used to 
address the listeners who are potential story-tellers:? vite, 
pros{im vas, etce The vocabulary contains colloquial 
expressions, the noun Elovek is used as an indefinite 
pronoun, and demonstrative pronouns are used excessivelye 
The illusion of oral speech is supported by the cyclical 
connection of stories; the social circle of narrators, 
however, is not outwardly motivated.7! Sequencing of the 
stories! themes is governed by the principle of free flow of 
associations, its major device consisting in the use of 
connecting formulae - subjective and often remote 
reminiscences triggered in the mind of the circle's member 


.4 & e 
by the previous narrativee For example, the stories Grofinka 


and Pripad s d{tétem, both having a female figure as the 


v ’ 
29A Literal translation of Mukarovsky's terme 
30Mukafrovsky discusses intonation in his second Seon 
31L1This is stressed also by Harkins 1962 and Dotezel 1973. 
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main character, are connected by a sentence: "Tyhle blaznive 
zenské - pravil pan Polgar — ty n&kdy provadéj{ véci, to by 
Cloveék ani nevéril." Conjunction of two separate stories 
under one heading is another sequencing device. ?2 The 
thematic differences of stories are thus only those of place 
and mystery solving, similarly to Povidky z Jjedn¢d kapsy-e 

The characters in both volumes are differentiated by their 
speech only, and because of the stronger emphasis on 


colloquial speech in Povidky z druhe kapsy;, its characters 


are more alive, individual and spontaneouse 


Capek's journalistic work was created during his 
lifetime and collected in volumes such as Kritika slov and 
a Sv ro » and in travel feature books: Anzlicke 
listy» Italske listy, etce The fact that Muka rovsky 


includes all the collections in the fourth stage is thus not 


chronological; it is a fact of their stylistic similarity. 


While interpreting all the works of the fourth stage as 
dialogues between the writer and the reader who remains 
silent, Muka rovsky compares them to Nerudats journalistic 
prosee In both authors, the dialogic nature is manifest in 
the frequent ep eee appeals and questionse In 
Capek the beginnings of chapters are often Links connecting 


the interrupted narratives 
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ww a 
What Mukarovsky catls "colloquial speech colouring" is 


found in passages which assimilate foreign phenomena to 


phenomena with which the Czech reader is familiar, Cee, 


tf 
Italtske listy ships in a harbour are compared to cows ina 


shede 


The function of such comparisons is to show a 


different aspect of the depicted object. This function, 


in 


according to Mukarovsky, is in fact carried out not only by 


comparisons, 


the texical level result in heterogeneous enumeration 


chainse Some illustrative examples are given below: 


(1) change of collocational range within a short 


Linear concatenation: nekde se _pasou ovce, iinde 
kone a jjinde jjenom vrany3?3 (ovce, kone = domestic 


animals; vrany = field birds; heterogeneity stressed 
by the verb pasou se, suitable for domestic animals 


only ). 


(2) heterogeneous enumeration: eecSgtrasgna modry, 


Upal, srdceryyny rev osli.3* 


(3) heterogeneous enumeration having a parodic 


effect: 


S hydrantem a hadicf{ lze kropit ovsem rychleji a 
Jjaksi ve velkem; za pomerne kratkou dobu 


33yukarovsky 1941, pe458 - Anglické Listy. 
34Ipid, pe459 -—- Italske Listy. 


but by changes of collocational range which on 
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Mf 0 A é? Vv ¥ 
postrikame nejen zahony, ale it pazit, svac{ef 
rodinu Sousedovuy chodce na ulici, vnitrek domu, 
vsSechny cleny rodiny a nejvfice samy sebee35 


Changes of collocational range are also referred to 


as "semantic shifts" py Mukarovskye 


(4) synonymic enumeration: The function of 
synonymic enumerations (all members falt within one 
collocational range) is to stress the multiplicity 


of the depicted object. 3& 


w ¥ v v v 
Nuzey sem se vsemi slovy, jez pravi, ze neco je 
vv us ce] 7 
mile, utéSene, vdékuplne, puvabne, rozkoSne, 
¢ ld tA ? 
Spanile, krasne a libezne. 7? 


(S) narrative viewpoint. The notion of function 
brings Mukarovsky back to the concept of the change 
of narrative viewpoint (different aspect = 
different viewpoint). He gives an example from 

v fa ° a 

Capek's sketch Z nazoru kocky wherein the life of 


man is described from the point of view of a cat: 


Tohle je muj cloveke Nebojf{m se hoe Je velmi 
mocny, nebot* jf velmi mnoho: je vSezerouc{. Co 
ZereS? Dej mi! Neni krdsny, nema dosti 
srstieeeMnouka drsné a zbyteéné mnohoe Nékdy ze 
spanku prede. 78 


Mukafrovsky notes that the above devices are employed 


35Ibid, pe 458 - Zahradnikuv roke 

36Examples of synonymic chains from Capek's fairy tales are 
given in Filipec 1961, pe 151. 

37Mukarovsky 1941, pe 459-6 

38Mukarovsky 1941, pe 458+ 
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not only in the works of the fourth stage, but also 
elsewhere in Capek. But he does not note that some of the 
examples he selected do not have oral speech character at 
all, eoge €1),02),(03) and (4) above. In fact, especially (2) 
and the tast Silene of (4) are rather poetice Dolezel was 
able to explain this in his 1973 study which will be 


summarized latere 


The fact that the concept of narrative viewpoint is 
used by Mukarovsky as a starting point for the explanation 
of the structure of the third stage and again here as a 
function, would likewise indicate that analysing Capek's 
style by the foreground-background method is not of great 
explanatory value even if one disregards the other faults of 
functional approachese Moreover, the fact that Muka fovsky 
separates Povidiky Fa iedne a Z% druhe kanpsy in two stages 
seems somewhat unnaturale Tt would appear that Karel 
Capek's style processes have become classified and 
fossilized in stages. The opinion that the style of Capek 
is steered to a great extent by his genre and the subject 
matter would seem more plausible than Muka rovsky's 


classificatione 
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be Others 


Jirf Haller?? wrote his study before Mukafovsky. 
_Teking into account Mukafovsky's Statements; the parallels, 
differences and additional observations will be summarized. 
Haller derives Canaria style from his personality traits 
(imagination, altruism, gift and respect for language), not 
from the text itself. Linguistic evidence is given to 
document these traits in order to confirm the above 


psychological premises in the conclusione 


Haller maintains that the colloquial—-type narrative 


method developed in transition between [talske Listy and 
ngl Ke L ty, but he gives no evidence to support his 


claime He states that the method is most prominent in 
Povidty ro jedné a Zz ees kapsyy Capek's later works 
displaying its perfection. The essence of Capex's style, he 
notes, is keyed not only in its character of a ie 
discourse, but also in the effect of the "inner emanation"*® 


¥ 
of Capek's personality. 


Gapek's imagination allows not only for his 
compositional dexterity, but also for the ability to see the 
world through the eyes of his characters, which enables him 


a oe ee ee ae a a ae ee 


39Haller 1937. 
*Otbid, pe T47.e 
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to express himself in their style.*! His love of people (and 
animals) is a contributing factore Thanks to his gift and 
respect for language, he discovers new Linguistic 
possibilities and means of expression (new words, Coley 
Krakatit, robot, and efficient and creative use of the 
standing vocabulary ). Linguistic efficiency is provided for 
by Caneria feeling for the exact meaning of wordas and 
results in his effort for perfecting the technical side of 


expressione 


Inserted sentences, polysyndeta, brackets - devices 
used predominantly in descriptive passages —- are seen as a 
syntactic implementation of amplification which Haller views 
as Cafeits most favourite means of expressione Lexical 
implementation of amplification consists in the use of 
synonymic clusterSse White interpreting them as deliberate 
changes of viewpoints (Mukarovsky confirmed this in 
functional terms), Halter explains them psychologically as 


moments of searche 


Capek" verbs are marked by their high degree of 
dynamisme This is achieved by his prolific use of adverbs 
and of hyperbolical and chiastic epithets, the Latter in 
agitated and urgent passageSe As Haller correctly observes, 


4lustyle of a dog" is illustrated in an example from 


Krakatit, pe763. The erotic scene between Prokop and the 
princess is first reported by Capek, but its conclusion is 
narrated by the princess! dog Toye Haller explains this as 
Capek's defense against sentimentalitye 
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these devices are abandoned if and when the colloquial 


method of narration is adopted. 


w 
Colloquial means of expression are observed by Capek in 
folk speech. *2 The origins of certain colloquial Language 
devices used by Capek can be traced in folk metaphors, 
epithets and proverbs, e€ege, kouka na_ to Jigko tele na neva 
4 v 
vrata, dostat se z blata do louze, chodit s_pros{kem, 
v v 
brousit si na neco zubv, tma iak v pytli, etc. Capek adapts 
them to make them an integral part of is style and invents 
his own on their basise As Haller very interestingly points 
- 
out, such adaptations can be found not only in Capek's later 
¢ 
works, but also, eCeey in Krakatit which Mukarovsky shifts 
to the group where colloguial narration is absente For 
example, "(princezna) poddajna, omdleva jici , bez konce 
nay o jako onuckae'" The difficulty, of course, is 


v 
to establish just how Capek does ite 


Literary language syntax is then compared to folk 
speech syntax and the conclusion is reached that Cece 
syntax is somewhere between the two. Capek's sentences are 
cultivated, wetl-thought out, but at the same time they 
display the freedom and flexibility of construction typical 
of a folk sentencee*2?2 The trend to imitate folk syntax has 


*2For a discussion of non-literary language structures, see 
Hausenblas 1969. 

43gee Mukafovsky's Standard Language, poetic language, in 
Garvin 1964. 
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been pioneered by JeKe Tyl, B. Némcova and J.» Neruda, and 
Haller sees its culmination in Ca pek.*¢ He concludes by 
saying that the integrity of Capek's artistic personality is 
a result of harmony of exceptional talents, including his 


narrative ability. 


Aleksandr MatuSka, Jir{ Hajek, Josef BranZovsky and 
Josef Hora*> endorse Haller's statement about Capek's 
narrative abilities, referring specifically to Povidky z 

dné FA fe > ka e Hajek sees the most accomplished 
mastery of narrative in the stories Jasnovidecy, Selvinuyv 
prei{pad and Naprosty dtikaze Mukafovsky quotes Cintemani a 
ptéci and Vrazedny Vitok as best examplese*® Rutte*? 
maintains that Gapek's narrative and combinatory craft 
camouflages a Lack of poetic inspiration, whereas Welltek*® 
declares Povidky as one of Capek's best books anda 
preparation for the trilogye Cigdanek*® disagrees strongly 
with the Latter part of Wellek's statement and, parallel to 
Mukafrovsky y he stresses the relation of éapek to the 
readere Interestingly enoughy none of the above scholars 
point to any difference in the narrative technique employed 


*4Compare Mukafovsky's more profound statement, pe 64 of 
this thesise 

*Suatuxka 1964, pe 1683 Hajek, 1955; BranZovsky 1963, 
ppe 171-176; Hora 1959; pe JjJ42. 

*©Mukatovsky 1946, pe 224. 

*7Rutte 1939, Pe 191. 

*8Wellek 1963, pe 57. 

*9Cigdnek 1958, pe 307- 
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in the two volumes of stories. Only Harkins*°° stresses the 
relationship of the narrators in Povidky z druhe kapsy, 
probably under Mukarovsky's influence, stating also that the 
types of narrative differ in individual stories of both 
volumes; some of them recall Trapne povidky in their 
themese In Povidky z jiedne a z druhé kapsyy Capek solved 
the problem of his earlier fiction: "his early stories are 
too bookish, while tne straight narrative of Krakatit is 
adequate, but undistinguishede"54 Harkins points out that, 
often, aspects quite incidental to the plot are stressed, 
and sees this as Capek's attempt to create a new genres but 


he does not think that Capek has in fact done Soe 


Hausenblas'°52 comment on Povidky z jedné a z drunée 
kapsy is of greatest stylistic arn y eee although the 
narrative is often stylized as a direct oral story-telling, 
the written nature of the rendition is not loSte It is 
manifest, for example, in the fact that the currently spoken 
language used in the characters! or the narrators speech is 
not usually given in its "true" form: the forms of the verb 
bYti, in spontaneous speech pronounced as gem, Siy sme, ste, 


sou, are written with the initial ,i-e 


SOnarkins 1962, ppe 119-128. 
Sitbid, pe 125. 
S2Hausenblas 1969, pe Ql. 


‘ity FD af atow em toet. 


beneests ban rats wit oF jana oace we maine 


as Pre 


“om @robh tont | mae 


ce ee eee EE Ml veto 

ott WpdoltTs Semtevsiiagie sepuriyee tastate Se <0: 
seci/lov—(aete lease fasrth “ Go tre cl ehe netics bh : 
oi #1 etd? tee wb Hell levee off "Re Gyten oanrtaw ite” : 
rina Cine at Meee tango wad nel elaege am 9 eieetitin 
ee tesco nk ne te 
dr we Sn, ieegee ear covet tpi! orb ae abv vs 
hie cag elie igen ke Maptiinninn domi MAD RSCIEn AES _ 
Sh Awe LAL wn “- hati sew. ore ne 


KK Se | 


75 
6¢ Organizing Principles 


The most important concepts of the Prague school of 
stylistics are those of aesthetic function, foregrounding 
and the dominant (Known in other theories as the organizing 
principle). In the remaining two essays, MukaYrovsky 
investigates Capek's style and the causes of its 
differentiation with respect to the concept of the 


dominante 


ae Intonation, Melody and Dialogue 


The second study, Proza Ke _Capka jako Llyricka melodie a 
dialog, (Capek's Prose as a Lyrical Melody and Dialogue)®3 
approaches the question by discussing the phonetic aspects 
ot Capek's style, since these are best accessible to 
analysise The dominant position of intonation is stressed, 
but mutual interrelations of all the components (including 


syntax and lexis) are also considerede 


"Capkova intonace sméfuje k mekke vinitosti, beze 
strohych rozmez{i."5* This is due to the fact that melodic 
quality of voice predominates over its dynamic qualitye 


This type ot intonation originated in lyrics and can be 


¢ 


traced in the style of Capek's French translationse°> Lasky 


me a me a se we ae a 


S3Mukafovsky 1941, ppe 467-487. 
S4Ibid, pe 470. 
SSSee pe 56 of this thesise 
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vad Y 
hra_osudna, the Capek brothers first drama written in 
verse, and the influences of lyrical poets such as Hlavacek, 
Neumann and Dyk, are also considered as possible sourcese 
Thus, the basic principles of lyrics - repetition and 

y 

contrast —- have been taken over by Capek and adapted as 
methods for the construction of both epical narrative and 


dramae °®& 


The method of repetition (question intonation carried 


by grammatical forms of adjective): 


Ty Ze jsi krdsndé? Prof krasna? Jsou krdésne vlasy;, 
které té jenom tizfi? Jsou krasné ofi, které zavf{ré$? 
Jsou kKrasné rty, do kterych se jen kouSeS, aby to 
bolelo? Co je to, nac je to, byt krasna?7??” 


The method of contrast involves accumulation of 


different intonational units in a small portion of texte 
Mukafovsky maintains that intonation is a deliberate 
artistic device, and that it is more than an unconscious 


personality traite 


Weakening of transitions between intonational units is 
another important feature of Capexk's style. The naturalness 
of his dramatical dialogues is brought about by the ease 


with which the characters! discourses meete The same 


S6éThese principles evidently point as far back as the 12th 


century Slavic: mnogom* mnozestvom!!' etce;, used in old fotk 
narrations, poems and balladse 
S7Mukafovsky 1941, pe 478 — (RUR). 
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naturalness is to be found in Capek's epical dialoguese It 
is due to the orientation of his epical style toward 
everyday discourse which is always dialogic in naturee What 
are the Graphic signs guiding Capek's intonational line? 

His punctuation deviates from convention: in subordinate 
clauses, commas are deleted when their use would imply a 
break in the melody. The semi-colon is exceedingly popular 
with Capeke Although it indicates the end of a sentence 
just as a period does, it does not separate neighbouring 
sentences intonationally. A dash at the end of a sentential 
unit has a Similar function of abating intonational cadence} 
semantically it indicates a stop in speech which looks for 
appropriate linguistic expression: uncertainty, emotional or 


intellectual excitation not expressable by words. 


Capek makes ample use of these devices in his "stream 
of ceonsciousness"°58 novels, especially in Hordubal, Prvni 
parte and Opeeeune Zivot. Mukafovsky explains this 
phenomenon by claiming that beginning with Capek's trilogy, 
the colloquial speech device is extended to the inner 
speeches as ficticious conversations the characters or 
narrators lead with themselves or otherse°? In Prvnf{ parta 
and Obyéejny Zivot uninterrupted interior dialogues are 
noetically motivated: "Kasdy z nas je myy katdy je zastup, 


S8Mukarovsky does not use this term. 
S9For terminological and other discords,; see ppe 63,64 of 


this thesise 


e “dew ‘hoe’ shout — 
netegean ipdlt4 suze eo netiaa~ Line ®.. soe Ag 
sinetnas @ fo! ime one nwhsaderd 


On irovediqgian of atejet Par even ha = 


+ 


a 7 : 4 - 
feleeayann «o Te Bao ws 18: dnt pepe mec 


‘eho Jano bieve3as ¢ eT phe Th saben an efigia eae} 


dived) ted foot at =o 4m * gs se tt 


> Sakbi rode |e teas t ear” =F cherie giniome LP 


taltow “el sickane gee Pom attentions sagtent one 
“ 


75 " 


aa 
meee! Sat wh) a e@adnpts Om eetT Io ew wiaete aan 
tru<d bee at dl teboowen pa Fewene #? ng kaamtent 

' iat eadeltque Teer ctwtull set deb eke bre 
weeliel atsisgeS tte go itn ewed + wag gitattals «se 
senhi Ott Sf begnerke of galway Gates Jaeiepet b 


no wigt ney ade O6f CAL ont EP eree erah ahs wat ae 

stra dakad. #3 “8 pewitio ac Sey tM - ta bw toad § 

one caaiauts na ixvete: ead ¥ nhs 
atten C1 TARAS: fen oy vin 07 . | 


mor » ite 
a ee ee ee 


78 


a 
ktery se vytracf do nedohledna".®9 Mukatfovsky induces the 
following from this presupposition: "Je-li kazday z nd&s my, 
pak je ovSem cely vnitén{f Zivot Elovéka stdély vnitin{ dialog 


y eee ce = 
prebfhajfcf od partnera k partneru, ale setrvavajicf nakonec 


v okruhu jediného® jai, 6l 


Graphic signs of the weakening of transitions between 
the dialogues comprise the omission of the usual colon and 
inverted commase Fast alterations of interrogative, 


declarative and exclamatory utterances are typicale 


The intonational basis OE Capek's style remains the 
same in all of his workse But with the introduction of the 
colloquial speech device it acquires a certain lexical, 
phraseological and syntactical colcuring which increases the 
intensity of dialogue. Mukarovsky designates this quality 
of Capek's narrative "dialogic style". The mixing of 
lyrical and dramatic styles, which results in their 
transformation into epical prose, bears significance on 


further development of Czech fictione 


be Semantic Structure 


oe 4 
Mukatovsky's third study, Vyznamova vystavba a 


komposi¢n{ osnova epiky Karla Capka (The Semantic 
<“ . 
Construction and Compositional Basis of Capek's Epical 


me ee ey ee ee ee a ee et we 


600pyée inv Zivot 34. 
6lMukarovsky 1941, pe 484-6 
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Works )©2 is based on the data established by Nukefovsky's 
first two studies, elaborating on what Muka rovsky calls the 
"semantic aspect" and the construction of larger portions of 


texte 


The semantic structure of all of Canek's works 
corresponds in its principles and methods to their 
intonational pattern. The principles of repetition and 
contrast are first discussed taking into consideration small 
text unitse Multiple repetitions of the same sentential 
member or the same sentence pattern are typical of both 
Capek's early works (Trapné povfdky,) and of his later, more 
"colloquial" pieces of fiction. Semantic contrast, manifest 
as easy transitions between sentences of differing 
modalities (and between long and short sentences), is no 
less typical. Capek's major syntactic principle ~- 
suppression of logical hierarchies and disappearance of 


boundaries between sentences - is due to the predominance of 


parataxis and facilitates semantic sShiftSe 


Inspecting the data from the other end, vize, from the 
point of view of composition, the above is confirmed on a 
higher level: the composition of allt of Gapek's work is 
governed by the principle of suppression of hierarchies, 
while the connectivity of units is indicated by various 


manners of employing repetition, contrast and simultaneity 


62Mukarovsky 1941, ppe 487-519. 
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of leitmotifs.©®7 Sometimes this compositional technique 
leads to breaking the unity of the work, although its use is 
deliberate. Mukafovsky Justifies this as Capek's desire to 
test all his constructional schemes. (Harkins 1962, pe 12, 
notes that éapek “was a fluent writer, but composition was 
not easy for him". In Krakatit he faited "to unite all the 
disparate elements into a consistent whole". The failure of 
Krakatit is seen to be due to a mixture of realist, 
symbolist and lyrical styles - pe 104. For similar 
comments, see Wellek 1963, pe 53. Tovarna_na Absoltutno has 
also been subject to much criticism as to its mixture of 
styles and FeXe Salda 1932, pe 247, complains that the 
structure of Hordubal results in breaking the unity of the 


work )e 


According to Mukafovsky, one of Capek's constructional 
schemes is that of a detective story, developed in various 
ways in Povidky z jiedné a z druhé kapsy.®* It is interesting 
to note that the beginnings of the stories carry the 


strongest emphasis, tending to be surprising and unusuale 


Due to its loose structure, Capek's composition is 
radically different from that of nineteenth century fiction. 
Comparisons with Mdécha are given on pe S005 Other 


€341LL of Gapek's navels are quoted in illustration of the 


various mannerSse 
64Zapek's views on this genre may be found in his Marsyas; 


(Holmesiéna Zili o detektivkéch), Capek 1941, pp.e 200-223. 
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comparisons are given on pp. 501, 503-504.°5 


ce Disintegration of the Poetic Subject 


Mukarovsky maintains that Canes fundamental 
organizing principle, vize, disappearance of boundaries, is 
responsibie for the disintegration of the poetic subject 
(ieee, the narrator). The boundaries that disappear in this 
case are those between the characters! and the narrators! 
discoursese This hetps to delimit the position of the 
narrators in Povetron who characterize not only Povétron, 
but also themselves in the process of story-tellinge 
Similarly, personality features of the narrators in Povf{dky 
Z drubé kapsy are given in the process of story-telling. 
The question of partial projection of the author's ego into 


his characters-cum-narrators is mentioned on ppe 515-516. ©® 


Linguistic reasons for the disintegration have been 
discussed in the intonation study; they consist in the 


gradual diatogization of Capek's proSsee 


Se ee ee ee ee ee ee ee ge a a ee Oe ae ae 


65Mukarovsky 1941. 
66xrdl({K 1972 discusses this philosophically and in detail 


on ppe 102, 120-124. 
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Je More Recent Approaches and Comparative Studies 


To be meaningful, any proper stylistic analysis must be 
comparative in one sense or another. Only by comparing 
various structures is it possible to establish what they 


have in common and how and why they differ. 


Pd 
Mukarovsky has used the concepts of foregrounding and 
the dominant to delimit the general tendencies of Capek's 
style by comparing his works to the nineteenth century 


structureSse 


Lubomfr meere ted developed a thesis of text 
differentiation which helped him illustrate stylistic 
processes of various Czech writers (Némcovay Capek, 
Glazarova, Olbracht, etce) Examples from Capek include 
Krakatit and Hordubale He introduces the concept of speech 
level and stresses the Linguistic character of style 
processes differentiating the discourse of the narrator and 
the discourse of the characterse The above two, as well as 
transitions between monologues and dialogues, are delimited 
by a specific use of grammatical persons and tenseSe In 
this wayy Dolexsel is able to describe stylistic processes 
better, more efficiently, and much more Simpty and exactly 
than Mukarovsky « The Latter described the same phenomena 


(ieee, dialogue-monologue aspect, semantic shift, colloquial 


7PoleZzel 1960-6 
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aspect) three times in three different essays, using two 
different methods of approach and three different concepts: 
(developmental approach, wherein the forezground/background 
concepts help to interpret the meaning; organizing principle 
approach ~- diatlogization, poetic subject disintegration). 

Ke described much, but explained very Little. The 
structuralist pluralistic approach resulted in segmenting 


tapek's style processes in the Language structuree 


Knizka o jazyce a stylu soudobé fSeskS literatury®® is a 
more popular version of Dolezel's 1960 theorye The book 
analyses See of interior monologue as employed by 
various Czech authorse Examples from Krakatit, Hordubal and 
Prvni_ parta(ppe 36-62) study particularly the question of 
epical tense (present tense, imperfective aspect)e The book 
draws attention to colloquial speech characteristics of 
valka s Mloky and Prvyni_parta(pe 64) and stresses the 
aesthetic function of Capek's enumerations whose purpose is 
to evoke intensity of feeling, pointing to the significance 
of context in this respecte Excerpts from Capes travel 
features, Povidky z viedn& a z druhé kapsy and Devatero 
pohadek are given on ppe 67-71, 77-89- The book includes a 


v 
chapter on drama which also contains excerpts from Capeke 


Analyses comparing the style ot two different authors 


bear the most interesting results for styltisticse Three 


68Dolezel and Kucha® 1962. 
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such studies will be summarized: Thomas G. Winner's Speech 
Characteristics in Cexov's Ivanov and Capex's LoupeZn{K®? 
Vaclav Koenigsmark's V¥znamové mox%nosti fabulované prdézy?9 
(Neruda, Cexov, Capek), and Lubomir DoleZel*s essay Karel 
fapek and Viladistav Vanéura’4 While concentrating on 
Capek's features, the entire complex of variables will not 


be neglected. 


ae The Robber 


In his article Speech Characteristics in Sexov's Ivanov 
an Cape Ss oupez {k, Winner studies the stylistic devices 


employed by Cexov and Capek in their two early playse 


The comedy LoypeZnfk (The Robber) was written in 1920 
and describes the conflict between Love and social 
convention, this already being a typical Cexovian motife 
Capek's use of the musical and evocative qualities of Czech 
recalls Cexov's use of Russian. The play is considered 
transitional in the evolution of Capek's style: the purely 
poetic qualities of Capek's earlier stories are present, but 
the elements of colloquial language are no tess 


characteristic of the actions of the dramatis personae. 
@¢ 
Winner demonstrates in his analysis Capek's 


69Winner 1963. 
70Koenigsmark 1970. 
7TlpolezZel 1973. 
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exploitation of four distinct levels of contemporary Czech 
- Ld 
(ie@e, Czech of Capek's time): the literary Language 
ie na ° . ° 
(spisovna ceStina), the interdialectal Common Czech (obecnad 


EeStina), dialects, and substandard jargone 72 


No specific stylistic parallels between Cexov and Capek 
are pointed oute Winner finds both plays valuable as 
attempts to find new ways of expression in both Russian and 
Czeche In both plays, tensions between the poetic and 
prosaic elements are what Winner calls an important 


stylistic effect. 


Capek and Cexov faced different problems given by the 
different potentials and limitations of Russian and Czech, 


and by the differences in their creative individualities. 


be Painful Stories 


In his article Vy¥znamove moznosti fabulované prozy 
Koenigsmark discusses the function of the narrator in the 
stories of Neruda, Gexov and Capeke The study claims to be 
a semantic application of the Dolezel 1960 thesis of the 
PP es an of text and its functional incorporation 
into the structural hierarchy of fictione The approach is 


em me ee es ee ee es ee we we a a a 


72Capek's more consistent use of non-literary structures of 
Czech in LoupeZn{k is also described in Ke Mara, "Vyuzitf 
hovorovych a nespisovnych prostredkt v dramatech Ke apka," 


Slavica Pragensia 4, 1962, pe 649, not accessible to the 
author of this thesiSse 


alt Nailin oes aj odbpenk « = 
. tone o zd 
ad Udleta® atete atou sbade sannel tue parakeg 458. 


7 
7 \ 


‘pad meaner deed ad dolemanate So wae wae batt OF eas 
ouvied mnpiviet <auniqg ded ol <toeeT 

wank abi hom wld fe wnt aes 
tdpttaged oo alias vende eile Mio ntoomete pe 
etoetno cheatl ere 
a 


ate “ud needy aqme Sac v0 tierwkhis vent one bos ious a 
" i 
7 


ifaead. age awhnwus bo wan i hnbheds ery Cac seaston 
vice PEL ARIAS evitewin ATES! ae saerasettie add a Bae 


peerage an pebaireneenselgeer 
tial do sn age ‘itunes 


te node eran 7 


86 


thus basically functional, but Koenigsmark uses the modern 
terminology of semiotics (encodingy decoding) and some 


elements of the Slowak school of stylistics approach. ?3 


For discussing the function of the narrator in Caneke 
Koenigsmark chose Trapne povidkye Apart from summarizing 
what has been said about Capek as a narrator by DoleZel 1960 
(ieee, activity, subjectivity) and Muka¥ovsky (intonational 
aspect originating in lyrics; methods of repetition, 
contrast, functions of appeal, question, semicolon, dash), 
Koenigsmark concentrates on the character of contextual 
processes, re that the subjective aspects of the 
characters are projected into the narrator's discourse more 
easily than in Cexov and Neruda. Indirect interior 
monologue (nevlastni prima fecé) is distinguished from direct 
speech merely by the cancellation of the graphical signe 
Mixed speech, as another contextual process, is seen as that 
part of the narrator's discourse which reflects the inner 
thoughts and emotions of the characterse it motivates an 


appeal and introduces dialogues which are author-motivated: 


in the case of Trapné vovidky - noetice 


The discussion of semantics of the "inner and outer 
reality" points back to MukaFovsky/* who was able to describe 


it in a more Lucid manner thanks to the absence of semiotic 


73EFor the approach, see Chapter 2 of this thesise 
7#See p. 60 of this thesis» 
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terminology at that time. 


ce Colloquial Poeticalness 


ein Capek's style, the discovery of poetry behind 
everyday colloquial speech is parallel to the 
discovery of the universe behind familiar places, or 
to the discovery of personal plurality behind the 
mask of an ‘ordinary life!."75 
As distinct from Mukarovsky¥, who described how Capek's 
style developed in the process of disintegration of the 
nineteenth century realistic fiction, Dotezel demonstrates 
wv 
that the styles of Karel Capek and Vladislav Vantéura may be 


interpreted as a negation of the nineteenth century 


fictional style. 


Borrowing the modern Linguistic terminology, he claims 
that the nineteenth century style had a deep structure 
consisting of certain features (A). By a number of logical 
steps, he transforms these feutucds to the contrary, (A). 
The features @A) constitute the common deep structure of | 


modern fictional style from which the contrasting surface 


structure styles of both Capek and Vanéura may be deducede 


Features A are constituted by one major and explicit 
opposition: the narrator's discourse (DN) and the 
characters! discourse (DC )e Linguistic features DN reflect 


the norm of the contemporary standard Czech, while features 


*SpoleZel 1973, pe 109. 
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DC tend toward spoken Czech of the period, or often, toward 
substandard formse Features DN represent a homogenous speech 
level and are characterized by objectivity and passivity of 
a reporte They apply fully to the Er-form narrative only; 
the traditional Ich-form may be termed as a mere formal 
variant of the former. Semantic homogeneity of the 
nineteenth century narrative refers basically to the 
conventional modes of semantic concatenations, ie@e,y to what 


Dolezel terms the "prosaic principle", /?%6 


Features WA are characterized by a cancellation of the 
DN=-DC opposition, ieee, by a mutual assimilation and mixing 
of the two speech tevels. The objectivity and passivity of 
DN is changed into the modern DN1 subjectivity and ectivity, 
and the authenticity of the reporter is emphasizede DN1 may 
appear as the rhetorical or the subjective Er-form, but its 


most natural mode is the Ich-forme The semantic 


homogeneity is likewise changed to the contrary, semantic 


conventions no longer having control over concatenations of 
verbal units. The verbal sign becomes actualized, and thus 
modern fiction associates itself rather with the poetic 


principlee 


Van~ura's surface structure (VS) is adjusted to the 
speech Level of DN1. It is marked by the use of archaic 


v 
Language and tends towards lLoftinesse Capek's surface 


76polezel 1973, Pe 956 
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structure (CS) is distinguished by the assimilation of DN1 
to the characters! discourse DCl. It tends towards 
spontaneous story telling and is dominated by colloquial 
langua gee The direct contact between the story teller and 


the audience is another hbhasic feature of CS. 


From the above, it is immediately apparent that 
Dolezel's logical deductive approach to Capexk's style is 
able to determine faster and more efficiently what 
Mukafovsky tried to discover so painstakingly by his 


functional inductive approache 


Like Mukafovsky, Dolezel thinks that "it was Gapek's 
ambition to recreate the delights of prime story telling, of 
a tale within a circle of Listeners" and that Povfdky z 
druhé kaypsy fulfill this ambition.’" To differentiate the 
narrators in his Ich-form narratives, Capek utilizes various 
sources of spoken Czeche Dolezel particulary stresses 


professional Languages and cites an example from Historie 


dirigenta Kaliny: 


ne jdriv hovotili hodné staccatoeseemilostny hovor je 
hluboké celto, ale tohle byla vysokd basa, hrand 
takovym presto rubato, v jediné polozeeeeméla trochu 
Klarinetovy, dfevény hlasSeeetu ten muzZsky hlas se 
jal brufet velmi hluboko, Eisté basové a skoro 
zamilovanéeseetce 


What has been said about Capek's Ich-narrators is equally 


77poleZel 1973, pe 100- 
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valid for his characters, and also for his Er-form 
narrativese DoleZel quotes Tovdrna na Absolutno as the 
first work where speech idiosyncracies become stronge 
Krakatit, Povidky z Jiedné kapsy, Valka_ s Mloky and Prynf 
Parta are the other works he namese He notes, just as 
Mukatovsky did, that Capek's spoken language has the 
function of expressing the characters! inner thoughts and 
emotions, and names various syntactic means, such as 
asyndetic coordination, anacoluthon, aposiopesis, which are 
used for the purpose, giving an example from Krakatite 
Capek's Ich-narratives employing the stream of consciousness 


= 


technique have culminated in Qbyée Zivot, and Dolexel is 
of the opinion that the entire tritogy is a good example of 


the modern Czech psychological novelte 


He further comments on the nature of the Ich-form in 
both CS and VS. Whereas in traditional fiction the Ich-form 
was a marked feature which had to be motivated by 
circumstances, Capek and Vanéura have contributed toward its 
transformaticn into an unmarked featuree Zivot a dilo 
skladatelte Foltyna is Capek's novel where the motivation is 
dropped (as is the case with Povidky z druhé kapsy). It is 
only in Obyce.iny. Zivot that the motivation is preserved —- 


the book has the form of a confessione 


The Last most important comment Dolexel makes about CS 


pertains to the instability of speech levels and the 
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semantic structuree CS is characterized above all by 


motivated speech level shifts, mostly determined by the 
content (theme, subject matter ). Unmotivated speech level 
shifts in CS are those from colloquialisms to poetic 
imagese They are best described not as shifts, but rather 
as the rise of poetic images from the colloquial speech- 
level basee Dolezel terms this process very tellingly 


“colloquial poeticalness.!! 


8. Res al. dual Issues 


¥ 
ae Capek's Characters 


NGapek's best characters are multidimensional and so 

is their speech'"'78 

AS Mukarovsky and Haller say, (vide supra), Capek's 
characters are lively and spontaneous, the itlusion of 
personality being achieved by the colloquial nature of their 
speeche Capek's type of man depicted in these stories is 
often referred to as Capek's Te es man! (maly Cesky 


Tloveék). 


Other scholars’? however, note schematization, puppet- 
like characters, figures lacking flesh and blaod, especially 


a 
in Capek's early dramas ( RUR, Véc Makropulos, as a 


em me mee me we a ee 


7T8polezel 1973, pe 100- 
79Harkins 1962, Wellek 1963, Goetz 1926. 
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esudnda), but also in his novels Tovarna na Absolutno and 
Vélka_s Mloky, and in Trapné povfdkye They all motivate 


~ v 
their impressions by Capek's temporary loss of faith in 


mane 
Rutte®® seems to think that people in Povidky z jedne 
kapsy are schematized.e. Only Povidky z druhé kapsy 


dewonstrate a "return to humanity"; and Harkins®! is of the 
opinion that the effect of colloquial dialogues in the 
stories is one of "brilliant, but essentially external 


technique, rather than something experienced or felt." 


Since none of the above critics subjected Capek's texts 
to a systematic analysis, discords of the above nature are 
understandable. Eva Strohsova8? seems to be nearest the 
truth when she says that the tendency toward schematization 
stems from Capek's way of solving the retation character- 
actione In a literary text, she claims, there exists a 
structural relation between the opposition character-action 


on the one hand, and that of theme-form on the othere 


Capek Said it himself in his Marsyas: 


"The more complex the action, the simpler the 
figurese If the situation is to be exciting Cecily 


SORutte 1939, pe 191. 
SlHarkins 1962, pe 167. 
82Sstrohsova 1966, Pe 141. 
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must not be exciting. Should the two be united 
something terrible would arise, something in the 
manner of Dostoevsky or Stendhal."33 


This would also shed some light on Harkins®* 


. ° Vv 
observation, vizey that Capek often stresses aspects 


incidental to the plot in his Poviédky z jiedné a z druhe 
kKapsye It is in those cases where he concentrates on the 


characters and their speech idiosyncraciese 


be Influences 


Capek's Ya writings show the influence of the French 
symbolists and the Czech decadents whose styte he partly 
imitated and partly parodied.®5 Harkins®® is of the opinion 
that Capek was influenced by Cexov when writing his 
Loupezna fk and says also that the figure of Loupezn{fk was 
taken from Turgenev's Bazarove He quotes foreign authors 
such as Strindberg, Hamsun, Garborg, Stendhal as having 
influenced young Capeke Otokar VoGadlo®? is of the opinion 
that Capek's dependence on French literature is being 
overemphasized and that he preferred reading Anglo-Saxon 
literature, quoting Poe, Wilde, Kipling, London and O* Henry 
as Capek's favouritese Harkins®® even thinks that O'Henry 
83€apek 1941, pe 228. 


84Harkins 1962, pe 33e 
B5wellek 1963, pe47, Vocadlo 1975, pe331, Winner 1963; 


pe405. 

86Harkins 1962, pe 68-69- 
87Voéadlo 1975, ppe I33-350- 
88Harkins 1962, pe 121. 
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may have influenced the form and narrative method of Povidky 


< > = 
ed a d e a e Vocadlo observes correctly that 


the English literary tradition provides genre selection for 
Caner. including the genre of a detective story, and names 
Frederick Marryat as the author who evoked in young Capek a 
passion for ships and harbours, but who also may have 
influenced his styte in many wayse Marryat's book, Three 
Cutters, is quoted in this respect. It contains 
enumerations of various delights of Plymouth harbour, which 
recalls fapek's utilization of this device both in its fast 
sequence and res the accumulation of epithets. Francis Bert 
Herte is another Anglo-Saxon writer who, according to 
Vo€adlo, influenced the young Capek. Harte's California 


stories, for instance, contain depictions of characters 


. i oe 
recalling many character types of Capek's Povidky z jjedne a 
z druhé kapsy by their humour and Liveliness and their lLow- 


class origine 


Joseph Conrad and Henry James provided, according to 

Votadlo, the source for Capek's perspectivist compositional 
bef e 
technique, especially in Capek's trilogy. Wellek, white not 
denying the above, says that it is perhaps even more Likely 
that Capek himself developed a perspectivist method in his 
v w 

Search for truth.e®2 According to Vocadlo, Capek's little 
man recalls Whitman's "average man Jonathan", and Whitman's 
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89Wellek 1263, pe 49-6 
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spontaneous lyrics are quoted as having inftuenced Capek. A 
common feature of Capek and Shaw pertains to their 
humanizing and de~humanizing characters, while H.Ge Wells is 
said to have influenced the genre of Capek's utopistic 
workSe English sense of humour can be traced especially in 
Povidky z jedne a z druhé kapsy-. Cigd&nek99 agrees with 


Vocadlo in this respecte 


As to the detective genre, Chesterton is mentioned by 
Votadlo (also by Harkins 1962, Cigd&nex 1958, Hora i959). 
Vocadlo gives the impressionistic term "svizny" to the 
styles of both authors in their detective stories, and 
Ciganek?! and Harkins®2 see the similarity between the two 
writers in the depiction o# those characters who in the face 
of clear evidence use intuition to solve a mysterye Vodadlo 
also mentions Chesterton's Pe ene eon Capek's essay 


writing. 


v es ° 
Winner?? finds similarities to Cexov's stories in 
Capek's Trapné pov{dky, and Vocadlo, Elton,?* Harkins, 95 and 


Wellek?® add that the stories also recall Maupassante 
What has Capex himself to say on the subject? 


°0Ciganek 1958, pe 310. 
91 Cigdnek 1958, pe 309. 
92Harkins 1962, pe 123. 
93Winner 1S63, Pe 404. 
94*Vodadlo 1975, pe 350- 
°9SHarkins 1962, pe 62-6 
%6Wellek 1963, pe 5SO- 
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that question puzzles mee 


If I must admit them, then it is a case of "embarras 
de richesses', I think that the greatest Literary 
influences on me were my childhood readings, folk 
speech, Latin prose; then everything else, good or 
bad, which If ever read.e..eI seek to learn from 
everyone who comes to my hand; I set no great store 
on oOriginalitye In literature it is as in business 
life: the rich live openly on the work of other 


peopleee."9?7 


Marie Pujmanova says the following: 


"Rather than talking about influences, it is more 
appropriate to talk about his penetrating ability to 
learn, which is typical particularly of great 
talentse.ee-He resembles many; but most of all 


himself."98 


Olga Scheinpflugova, Capek's wife and a famous Czech 


actress, writes: 


v 
"Whenever Capek is engrossed in new work he reads 
only detective stories in the evening, and in 


English or French at that, 


so as not to influence 


his style by the strong intonation of another poet."9? 


w 
And another quotation, this time Capek's own: 


"For the most part I write aloude I must say the 


sentence over to see how it soundSe 


e100 


What do the above statements mean? If one attempts to 


make some sort of a synthesis, 


97Harkins 1962, pe 13-6 
98yvatuSka 1960, pe 68-6 
°9Scheinpflugova 1969, pe 333-6 
100Harkins 1962, pe 12.6 
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conclusion that foreign authors no doubt inf Luenced Capek's 
genre and, perhaps, topic selection. The influences on his 
early style quoted above were self-imposed. Some parallels 
with Henry James may be admitted as to Capek's 


constructional principles employed in his trilogye 


As to parallel character types, it should be stressed 
yet again that Capek achieved their illusions by means of 
his narrative and tinguistic devices alone. The 
Similarities between Capek and the Angto-Saxon writers in 
this respect have not been systematically investigated. To 
do so would imply a close text analysis, which would be 
difficult to carry out due to the differing organizing 


principles of Czech and English. 


The conclusions of Winner's study (vide supra) are 
indicative as an isolated piece of evidence for the claim 
that, owing to the multitude of variables involved, 

v 
influences of foreign writers on Capek's (mature) style tend 


toward zeroe 


Se Conclusion 


Various approaches have been considered in studying the 
style of Karel Sapeke Due to the large number of variables 
involved, various conclusions have been reached, tending 


toward confirming Dolesel's term "colloquial poeticalness", 
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Stylistic analyses of Capek depend to a great extent on 
the approach chosen and the individual carrying out the 
analysis - the reader — with his own set of idiosyncracies 


and aesthetic preferences. 


Literary critics and historians seem to differ most 
from one another in their conclusions because of their 
essentially impressionistic approach to language and grammar 


as the means aspect of stylee 


Haller's psychological approach to Capek's style has 
contributed insights which are both more interesting and 
more valuable than some of the other scientific approaches 
presented (e€eZe eSpe Koenigsmark )e Mukarovsky and Dolezel 
both stress the aesthetic function of Capek's Literary 
textse Mukarovsky concentrates on investigating Capek's 
style from the developmental point of view (period style). 
Therefore, he is not able to describe Capek's individual 
development and his idiosyncratic features very precisely. 


The intonation study seems best in explanatory termse 


Dolezel stresses the individual features of Capek's 
style. His approach is preferable since it is Simpler, more 
efficient and precise, and better in both descriptive and 
explanatory termse It results in the claim that the 


variables of genre and subject matter are decisive for 


Capeke 


‘ 7 7 , Vy nm | s 
oe »@ a . PA, ov ; 
7 . : ‘ 7 
| n : if a ae sega: 
; as : : ot ; ; ‘3 &. 
on wears 


Ho Piney 
| se: 


r 
7 
’ 


- oa - en ~~ 
tues 12tlh of meso ganivorasd Bae) Fatt ine am 
ciuit to <auecedt enotevtates SRR? BE senteng ont) + : 
. | c 


sageetp wen ece¥HNRE Of eseorwin 2edwommaeas! sie wee 

sate Dy Pataae eneoe 7 se 

(ede | =n Semen 

ant «Jere a*ueqnt os ‘a heehee. Jeolpetotanwy otha, 
bak wiivennetas von @pod wie aners erigien ! & 
eindtinarrig ge Me phteekead Tee ah Wo tera gen? osanviay 
jah itid wha Nate mate Cmiiniaseds +@2® -a-0T bo tee | 
quae rh ioeinede® Wo colrarux gitedrega eit eter3e t 
nhteeih albeqult eeieh we kek ea tedonde Wiegettut 
Asleie Solved —eie 26 Ahem Fat amg Su oto” wont ont 
daw ieee Pe ee ee of wlthe tia A wet cone 
ee ee a 
mies Grathnatlyes ni tecd agene tinee none anetl-oae h 


Pi itagel to Wdsae~eo? Sawbiv bat 6? ammaer ts inked 
wok -retaeie wh G2 Hann, otdavetese #1 KomeruTe ait wedg ta 


tne] : 
a ee na 


i 


ite) 
© 


: < . v 
This would indicate why Capek is not at his best in 
novelse The combination of colloquial Language and 


perspectivist technique makes them too complex and difficult 


to reade 


It would also contribute to explaining why €apek's 
short stories are not very popular abroad. Their 
differentiated speech idiosyncracies are difficult to render 
in translation which falls flat. Consequently, foreign 


readers find them boringe 


Motel ettaielaim that fapek's style tends towards 
"colloquial poeticalness" would indicate a need to analyse 
each of Capek's texts as a whole. The factors motivating 
differences between the structures of Sapekts various texts 
preclude any broader generalizations to be made about his 
style. In each of his texts Capek uses a different 


strategye 


Approach to style as a strategy may prove to be more 
systematic, as well as more generat in its application than 


the approaches discussed abovee 


It is true that Capek would never have written 
Zabradnikiv rok simply by waving his magic wand and staring 
lovingly at the roses in his gardene Olga Scheinpflugova?®i 
comments on fapek's work process, saying that he would spend 
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101scheinpflugova 1969, pe 187. 
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hours sitting in his study over half a page, crossing over 


words and sentences, chain smoking and chewing his pen- 


holder to tatters. 


The fact that Capek's style is what it is may be viewed 
as a combination ot hard work and good tucky and it is only 
through a combination of hard work and good luck that one 


w 
can determine the stylistic processes which Capek employed 


in the creation of his workse 


CHAPTER 4 


@ 
UKRADENY SPIS 139/VII, ODD. C 


The purpose of this chapter is 


stylistic analysis of Capek's story 


Odds C from v dné et 


Colloquial and poetic language 
the variables forming the object of 


as has been shown in Chapter 3, the 


to carry out a detailed 


7 


U Vit 


will be considered as 
concentration because, 


two are directly related 


+ 
to the linguistic structure of allt of Capek*s mature works. 


Style will be seen as the author's strategy employed during 


the creation of the story and the aim will be to describe 


the stylistic processes employed and to determine the 


1 Capek 1973, ppe 52-58-6 
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Linguistic operations carried out. For this kind of 


analysis to be meaningful, it is mandatory that the text be 


considered as a whole. 


1. Colloguial Language 


Colloquial Language is a complex Linguistic 
phenomenon. {t acquires various modes depending on social 
differentiation of language as a result of activities of 
social filters (ieee, imposition of non-grammatical social 
conventions on possible Linguistic structures). The system 
generally referred to as Common Czech is the result of the 
activities of these filters. But various modes of spoken 
Czech also depend on individual filters, which is to say 
that there exist personal idiosyncratic preferences as 
attitudes of individual speakers toward Language and 
grammare The only quality of oral speech that can be 
eeneralized is its inherent subjectivity, expressivity and 
spontaneity. This ie grammatically manifested as relaxed 
syntactic coherence, parataxis, reduced temporal and causal 
exactitude, redundant use of demonstrative pronouns, fast 
changes in sentence modality, etce "Oral speech" ina 
literary work, while necessarily an artificial construct, is 
designed to preserve these Linguistic featuresy but the 
purposes and aims of creating the illusion of oral speech in 
the structure of a work may varye Whereas in povidky z 


ae ica oral speech devices serve as a means to an end, 
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4 


in Pov X k ¥ experimentation with oral speech 


v 
devices seems to be an end in itself, as Capek himself 


suggests: 


"In The Tales From The Other Pocket I was attracted 


by a literary motif - the problem of colloquial 
speech: I wanted to test the potential of the spoken 
language which would express all shadese"2 


While investigating colloquial language as employed in the 


story under consideration from Po j 4 


(Ukradeny spis ISO/VIT, Odd. C), one of the aims will be to 
discover the ends and purposes toward which the various 
colloquial Language modes have been usede AlL Linguistic 
levels (semantics, syntax, lexis and phonetics) will have to 
be considered, with syntax forming the major area of 


concentratione 


26 etic e 


Poetic language is Likewise distinguished by its 
subjectivity and individuality. As was pointed out in 
Chanter 3, Capek has contributed toward establishing the 
modern Czech poetic norm by adapting the artificial 
nineteenth-century poetic structure to a more natural prose~ 
like structure while preserving the poetic features typical 


of old Slavic folk narrations, ballads and poems (echey 
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repetition and contrast). As Dolezel says, the structure of 
v 

Capek's texts is governed by the twentieth-century "poetic 
principle" of drawing attention to the "verbal sign" 


itself.3 


Poetic language is therefore closely connected with the 
aesthetic aspects of any text. The significance of context 
and text as a whole should again be emphasized at this 
poin*+; for, if a verbal sign is to draw attention to itself, 
it must stand out in its environment and contrast with any 
ether signs (devices) usede In investigating poetic 
language, the areas of concentration wilt be lexis and 
semantics (imagery), syntax (parallelism) and phonetics 


(rhythm, euphony and intonation). 


Be Methodology 


ae Method of analysis 


The procedure employed in the analysis of the story 


will consist of the following five steps: 


(1) First of all, the content of the story will be 


summarized as a conceptual organization of the 


semantic givense 
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(2) Hypotheses as to the symbolic meaning of the 
text will be presented and related to the 


Philosophical outlook of the authore 


(3) The strategy (filter) employed by the author 
will be outlined and the organizing and ordering 
principles determined. The stratezy will be 
seen as constituted by a number of tactical 
steps (stylistic and linguistic operations) 
specifying processes for showing meaning— 


expression relatednesSe 


(4) The narrative structure of the text will be 
described as the organization of diatogues and 
monologues and related to the main aspects of 
the strategye Types of devices will be 
described with focus on colloquial and poetic 


language. 


(5S) The results of the analysis will be summarized 


and the stylistic tendencies delimited. 


be Terminology 


Most of the terms and concepts which will be used have 
already been introduced in the previous chapters of this 


thesise However, for the sake of clarity and coherence, 
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they will be summarized here, In addition, other concepts 


and terms which will be encountered in the Process of 


analysis will also be defined. 


(a) Narrator. Lubom{r Dolesel's typology of the 


narrator will be used throughout the analysis.e* 


(b) Actante A term used instead of the traditional 


term narrator/character when a distinction 


between the two is not required. This term will 


be used throughout step (1) of the analysise 
Elsewhere it will be used to indicate that the 


dramatis persona in question may assume either 


role in the process of the story-telling. 


(c) Focussing and blockinge Two processes which have 


emerged during the analysise They relate the 
topic-comment partition at the conceptual level 
of the text to the arrangement of the narrative 
structure as monologues and/or diatogues, and 
are deducible from the changing quality 
(syntactic, Lexical and phonetic) and quantity 


of the lattere 


*Dolezel 1973. 
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(d) Blocked topic. The product of partial or 
complete deletion of implied concepts in the 
narrative structure. Blocking of the topic is 
accomplished by gradual focussing on commente 
CIt is Capek'!s favourite suspense and paradox~ 


producing device). 


(e} Flashback monologuee A monologue which depicts 
the pre-history of a plot as the sequence of 
events which precedes the mainstream of events 
being narratedes That is, if the fictional time 
progress ina story is TIME X, then the time 


progress described in a flashback is TIME 


pre-Xe 
(ff) Telephone mongloguee A device used amply in 


present-day cinematography and also in 


g 


literature (specifically in Ukradeny spis 


LT39/VIT,. Odde C do In a literary text, it may be 


defined as a product of deleting in the 
narrative structure the conceptually-present 


other participant in a telephone conversatione 


As a rule, it is not very informative, but it is 


attractive in its linguistic structure (eege, 
fragmentary sentences, exclamations, 


interrogations, repetitions of lexical items) 
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Its main purpose is to keep the reader in 


suspense. 


Cg) Colloguial syntactic deletion. A deletion as a 
result of emotional or intellectual hesitation 


or excitation, eege 


aAanacoltuthon ~ a disturbance of the regular 
format syntactic connection of an utterance, 
especially between the beginning of a 
compound sentence and its ende It is 


typographically marked as "-—" or ",..'"! 


aposiopesis - stop-short sentence, putl-up 
sentence; a sudden stop disturbing the 
Linear sequencee It is usually marked by a 
period or comma, but it may not he 
typographically marked at alle The deletion 
of concepts can only be inferred from the 


contexte 


asyndetic coordination — conjunctionless 


connectione Typographical markings in 
Capek's texts include both commas and 


semicotlonse 
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Ch) Conce al st ture cs mth 


SMe 


The basic 


relationships between semantic givens: 


Set membership: Inclusion: (xy, Cy)) 


Associations: CXeVyeee ez) 


Identity set? (x Cyyzyeeegw))® 


(i) Abbreviationse The abbreviations listed below 


will be used in the analysis for concisenesse 


In addition, actants will often be identified by 


the first (capitalized) letter of their namese 


N - narrator 
M—- monologue 
FM - flashback monologue 


T - telephone monologue 


DIN —- direct interior monologue 


Combinations of the above abbreviations 


and the 


first letters of actants' names will also be 


used, eege,y HM will refer to a monologue 


attributed to actant Hample 


ye re ee ee ee ee ge ee ee es ee a a 


Susually referred to as a tautologye 
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4. Povid edpne druhe k _ 


Povidky z jetne a z druhe kapsy is a collection of 
short stories divided into two volumes: Volume 1, Pov{dny z 
iedne¢ kapsy and Volume 2, Povidky z druhe kKkanpsye All 
stories included in this collection were originally written 
as newSpaper articles during the years 1928-29. Capek wrote 
one per day, and only later were they published in book 
forme He first intended to name the book "Povidky nahlas" 
(Spoken Stories) bécause, in order to achieve " a lively 
freshness of a spoken word",©& he would proof-read them 
eloude This statement of Capek's would point to the 
significance he attached to the intonational and rhythmical 


qualities of these textse 


All the stories included in the cotlection are 
detective stories, but the detective genre projects itself 
into the individual stories in various ways, depending on 
how the author solved the relation characterraction in each 


storye 


? , A 
Generally speaking, in ovid edne kapsy emphasis 


tends to be on the action, the detective plot attracting the 
reader's attention more than the individual characteristics 
of the actants participating in the fictional eventse The 
presence of a subjective Er-narrator’ is prominent, the 


4 
6Capek 1959, Pe 96-6 
7TSee DolexZel 1973, ppe 78-112. 
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characters discourses being presented in the form of 


dialogues and/or monologues. Each character, however, may 


occaSionally assume the role of a personal Ich-narrator. 


In Poyfdky z druhe. kapsy, actants are identical with 
personal [ch-narrators, and pass on the narrative relay to 
one another in a fictional debating circle of 
listeners/potential story—-tellerse The story attributed to 
each narrator/story-teller is formally presented as a 
monologue, with each narrator addressing the Listenerse The 
objective of the stories included in Povidky z druh¢ kavsy 
is to create the itlusion of personality by differentiating 
the languages of the narrators and, consequently, the 
detective plot and/or action is less important than in 

? 


ovid jedne apsy, which is, of course, due to Capek's 


intention to experiment with oral speech devicese 


Se The Analysis of Ukradeny spis 1399/VIIe Odds C 


de , 9LV C belongs to Povidky z 
Jjedné kapsy and is a short story with a detective plot 
sharing the general features of all stories in this volume. 
A detective mystery provokes absurd action, and, as in a 
puzzle, a situation just as paradoxical and impossible is 
producede In the narrative structure, emphasis is laid on 
dialogues expressing the actants'* reactions to the mystery, 


the “absurd plot" being presented in an intriguing and 
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amusing way so that the process of the story-tetling and the 
creation of suspense and denouement is more important than 


the detective case of burglary itself. 


The story is told as experienced by its main actant, 
Colonel Hampl, and in the manner of all the main actants 
viewing the events so that no objective perspective of the 
plot existse Two basic views, which may be termed "pseudo-— 
plots", are compared and supplemented by a subjective 
“overview" intimated to the Er-narrator of the story, Ni, 
who not only intensifies the information given in the 
monologues of the other main actants;, but is engrossed in 
their mental processes (mainly Hampt's), depicting their 
psychological reactions and motivations to a greater or 
lesser degreee All actants are movers (shifters) of the 
action, but at the same time, the characters of some of them 


are depicted in the process of the story-telling. 


we 
As indicated in Section 3, Capek's philosophical 
outlook will be considered in the analysis of the text. 
Capek's personal opinion as to the reflection of his 


philosophy in his works is: 


"In all my works I keep rattling off two half-moral, 
half—-noetic themese The first is the negative theme 
of Pilat: What is the truth? The second is 
positive: Everyone is righte"9? 
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8discussed in detail in Chapter 3 of this thesis. 
%tapek 1959, pe 92- 


ataatow wiaw eat Vie to hae ware iil 
wiih ke ovidodgetud Wileseyae on Peds “on ebnere, 68% | i 
avdtweheve w 14 bstaseweees Rae Ritingans sum nie 
ib ene pitt te notare cima edt +e heen 14 Aeotvaavo™ 
et! Hd poetly at tioorotal Gap Conidsvera: “fas — 

aA ta wh ted yeiGetoan aise #e0d?s «7? te snreoSenem > 

ahead? pi Sabaeee Aetiquet 9fateds eeamaaorg tetacy oe 
co ‘ete & of wonlPayitee his aoelPon ot thalnelodeees - 

nts te Lend RRRlY) quawne Bee Srhnvew DIA vaste Wane | 

asth’ ie eiake-Ahee mielieidadis we -qécl: Saas Rani bd hall ae 


sper ES paige re ot? to eneartg edt wn! betolwed maa 
5) : ; “ty o: — 


‘in tininiednsel wtivas® +i avltceR af betesinal A . - 
Chad o> ty aheg iene avr dP) Ged bends ve if tw Aeooltuc 
thet fe CRifealtes et ae6 MME Tnockes Oe 


a dies dita bkis'bs “<a 


113 


One should perhaps mention in this connection that Capek's 
idealistic world vision {is a logical extension of the second 
theme: everyone is right. If everyone is right, everyone is 
good, whether detective, criminal or policemane It appears 
that Capek's idealistic Love of the universe is the 
generator of his poetry, whether rhythms and tones or 


imagery e 


ae Semantic givens 


The content of the story will now be summarized, with 
emphasis on the basic conceptual groupingse The story may 
be divided into seven He an ag units, the first 
symbolizing mobilization and the ltast, demobilizatione 
These units will be called PARTS, and are numbered [I through 
VII. They are chronologically ordered with respect to 


fictional time progress in the storye 


The following main actants participate in the fictional 


events (ordered as they appear on the scene): 


N1 ~- subjective Er-narratory, sensitive and involved 
Cameraman, good Linguist and strategist, 
a type of poetic composer and a set 


conductor 
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H ~- Karel Hampl, Colonel, eldery, complex 
psychological case and a multi- 
dimensional character, unable to act in 
critical situations, idiosyncratic 


linguistic type 


V- Vrzal, Lieutenant Colonel, agent provocateur 
(understood as a textual device), 


military intelligence 


JD SS PiStora, inconspicuous agent, Linguistic type, 
can easily be set by alcohol, folk 
story-teller, ready to act in critical 


situations 


Auxiliary actants: boss, wife, servant, Andrlik, 


choir of interlocutors, others 


PART I 


At 3 aeme Colonel Hamplt phones military 
headquarters to mobilize Vrzal and two of his 


mene 
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Sd Rf 


TIMES (X€4 aeme)), (pre-xX (days and nights 
before X)) ; 


PLACE: living-room or kitchen of a suburban 
house, possibly in Prague; larder in that house; 


around and outside the house 


ACTANTS: Ni, Hy, Ve wife, servant, others 


When Vrzat arrives on the scene, Hampt tetls him about 
the theft of an important and secret military document 
(henceforth referred to as "the paper"). To distract the 
attention of possible international spies from the paper 
during that night, Hampl had put it inside a can of macaroni 
on the advice of his wifee At 2 aeme the servant girl heard 
a thief in the Larder who, however, vanished before Hampl 
had time to catch hime The essence of Hamplt's agitated and 


interrupted narration may be symbolized as foltows: 


1. Boss gives H: (paper, holiday) 

2. (can,( macaroni )) 

3. Wife causes: (larder, (can, (paper))) 
4. Servant hears: (larder, (thief)) 

5. H discovers: larder 


where: larder, can, macaroni, paper are inanimate and cannot 


move on their own accorde Evidence for (4)-(5): "“ececepiksta 
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vv 
se spisy pryce A _zlodéj taky pryé." (pryé( gone?) (p. 53) 


Hampl's narration, accompanied by frequent cursing, 
contains a great deal of redundant information concerning 
the prehistory of the burglary, @eZer Search of the hiding 
place for the paper, Hampl's not having a safe, details 
about Hampl's bed, etc. Vrzal interrupts Hampl's narration 


by: 
Questions as to: 
1e the nature of the paper 
2e the nature of the window in the larder 


Appeats to Hampl to go on with the narration 


(twice) 


A cheerful comment on the topic of Hampl's 


verw t 


Questions (1) and (2) are posed before Hampl mentions the 
cause and the fact of the burglary, respectively- The 
following guestions, (3)-(6), are posed after Hampl finishes 


with his narration: 
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3e anyone's possible Knowledge that the paper 


was in Hampl's home 


4. where was the paper being put in the can 
("kdepak jste to daévali do te plechovky?", pe 


53) 


Il 


Se where was the can during the action of (4) 


6-¢ who lives in the house opposite 


Despite Hampl's superordinate military status, in his 
emotional state he is unable to act, which escalates his 
cursing and causes him to view Vrzal as some kind of 
"Sherlock Holmes", In answering Vrzal‘s inquisitive 
questions, Hampl reacts so as to please himy expressing 
aloud his pre-thoughts (after question (2) - he thought of 
the Sdzava case,!9 but not of the window in the larder, and 
after (3) '- no one could have known that he put it in a can 
of macaroni ); confused speculations (after question (3) —- 
spies are villains, they sniff out everything; no, they are 
ctever people Like Vrzal )- Hampl's speculation (after 
question (6)) teads him to his pseudoplot, vize, that the 
Jew living in the house opposite is a possible Link. 


19sdzaya case: a famous 
Capek 1974, pe 6666 


spy case which happened in 1927. See 
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Note: Vrzal's provocations result ina paradox: the 


thief apparently did not steal anything, no one 


stole the paper, but neither the can nor the paper 


is in the larder. 


At this point Vrzal expresses a desire to see the 
larder. Eagerly led there by Hampl, Vrzal notes that the 
window had been forced open by a rather primitive method 
(chisel) by someonee Meanwhile, Hampt shouts at the servant 
and curses the people who cannot make windowSse Vrzal 
decides to collect further data elsewhere and advises Hampl 
not to tell anyone about the stolen paper, and to tell the 
servant that the thief only stole some cans of foode Kamptl 
pleads with him to find the paper, and is subsequently left 
to his despondent and hopeful contenplati oass angrily 
rejecting his wife's repeated offers of food and loudly 


affirming his pseudo-plote 


Note: A further paradox: according to Vrzal, the 
paper was stolene However, there is no textual 
evidence of Vrzal'’s desire to see the cane The spyy 


therefore, is not the thiefe 
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Find paper! is topicalized 


TIME: X in progress, pre-X,; X expands in Hampl's 
fantasy and dream 


PLACE: in and out of the larder 


“ACTANTS: Ni, Hy Py, choir of interlocutors 


The bell rings and the Colonel answers the door 
expecting military officers who have come to arrest hime 
But instead, a funny-tooking Little man with squirrel-lLlike 
teeth and carrying a bowier hat enterse He introduces 
himself as Pistora from tne police Commissariat, ignores 
Hampl's rude question (Co chcete?"), and says? "pry vam tu 
vykradli Spajz.e Tak uz jsem tady" (pe 55). PART 169 
follows a dialogue on two topics: the tost paper vse the 
burgled larder. Pistora continues in colourful Common Czech 
how he found out about the burglary (from the servant). 
Under the influence of Vrzal's advice and owing to his 
confusion (find paper! » the thief stole (cans, (food))), 
Hempl tells him in bitter irony that only one can with 
macaroni in it was stolen, and that the whole case was 
triviale PiSxtora does not notice the tone of Hampl'"s voice, 
and that leads him to the generation of his pseudo-plote He 
comments on the strangeness of the case, ignores Hampl's 


bitter and confused comments, and demands to see the 
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lardere In the end Hampl unwillingly leads him there, 
tersely remarking on PiStora's deductive elimination method 
of investigation and his conclusions Cidiosyncratically 
narrated by the latter during his joyful examination of the 
larder: the chisel method of break-in is near evidence that 
criminal Andrl{k committed the theft since Pepek, the only 
other on the List of criminals using this method, may be 
currently in jail). Pistora takes Hampl*s sarcasm 
seriously, presents a re-examination of his deductions to 
Hampl, and exits to see Andrtlke Hampt sends sarcastic and 
angry regards to Andrifk and stays with his aa ss 


thoughts directed at the incompetence of the civil policee 


Note: Find Andrifk! is topicalized, but immediatelly 
negatively commented one On the level of the 
narrative structure, the juxtaposition of the two 
pseudo-plots results in a contradictory combination 


of suspense and denouvuemente 


PiSstora's deductions in the larder may be symbolized as 


follows: 


1- if (larder, window, chisel) then (X (P, A)) 


2. (X ( (A)/(may be P) ) ) 
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3e if (larder, window pane) then (xX (D,LyN,H,K)) 


4e (XK (may be A)) 


6. if (window, chisel) then (X (M)) but ¥(X,larder) 


Te Find Af 


where P = Pepek, A = Andrlik, and other capitals stand for 


the names of criminal subjects. 


Hampt*s negative comment on the topic makes him 
remember the military police.e To alleviate his fear by 
taking the action of talking, he ectintee to phone Vrzal 
(change of topic), and convinces him that a reward of 10,000 
crowns out of his own pocket will be given to whoever 
catches the thiefe Exhausted by this act; Hamplt fantasizes 
while falling asleep about the thief-spy and about three 
hundred Pistoras saying: "Ve jmenu zakonae Pojdte se mnou a 


drzte hubu". (pe 56) 


He is awakened from his dream by the door bell. 
PiStora's teeth re-appear, announce themselves and say that 
4 
it was hime Hampl does not understand and Pistora explains 


that X was A because (A ((A)Y/(P)))-~ Hampl impatiently 
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expostulates that Ot OX A Ve Amazed, PiStora emphasizes 


idiosyncratically that it was indeed Andrlik who stole the 
macaroni from the ltarder, but adds that Andrif{k found a mere 
piece of paper in the can. At this point, Hampl emerges 


from his stupor and gasps at the sight of the piece of 


papere 


Note: the contrasting of the two pseudo-plots and 
the emergence of a solution results in a scaled 


denouement of the narrative structuree 


TIME: X in progress 
PLACE: kitchen or the Living-room 


ACTANTS: Ni, Hy Py wife (not quoted) 


Confused and smiling, Pistora drags the piece of paper 
out of his pocket, the relieved Cotonel snatches the 
precious document, spontaneously expresses his gratitude, 
summons his wife on the scene trying to introduce PiStora to 
her (he introduces himself —- teeth), rejoicing, sends her 
away to bring cognac and offers the drink to PiStorae The 
latter emphasizes to the wife that the can was at the Police 
Commissariat, but is interrupted by Hampt's joyfully cursing 


the can, calling pixXtora endearing names, toasting him, and 
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asking how he found the paper so faste 


TIME: X in progress, pre-X 
PLACE: kitchen or the Living-room 


ACTANTS: Niy Hy Py, (A (quoted by Pistora)) 


PiStora mentions how simple the case was, and starts 
narrating about the routine methods of the police explaining 
the idea to Hamplt, where (idea (Xy,V¥yZyAgByeeeyX))e He talks 
about burglars of attics and safes, thiefs of handles, 
wires, beer pipes, having first re-emphasized the case of 
the larder. Hampl reacts by (1) asking about espionage 
cases (Pistora notes that spy ett ei do not belong to his 
grammar base and proceeds on the topic of handles), and (2) 
condemning PiStora's subjects - burglars of safes who are 
currently in jaile PiStora politely drinks, summarizing 
briefly at the end the trivial act of "capturing" Andrlik 
and how he found the paper so faste Hampt expresses his 


compassion with Andrt{fk who has to go to jail for a year. 


Note: PiStora'’s grammar changes somewhat in the 
course of the story: if (object, place, instrument ) 


then (X (multiple subject)) tends to become 
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(multiple subject (object, place, instrument))-. 


PART VI 


TIME: X in progress 
PLACE: unchanged 


ACTANTS: Ni, Hy wife (not quoted) 


Hampl tells his wife about the money he gave Pistora, 
commenting that twenty crowns would have been enough for a 
"cookie" (tulipdn) like him, and expresses relief over the 


end of the incident. 


be Paraphrase of the theme 


Four hypotheses will be presented and documented by 
textual evidence. It appears that they are not mutually 
exclusive: they supplement one another, and the first three 


are in harmony, being conditioned by one another. !! 


(1) What is the truth? _Truth is complicated and absolute 
truth does not exist 


This meaning is expressed by virtue of the comparison 


ltFor similar views see Branzovsky 1963, Chapter 10, ppe 
156-179. 
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of the two major viewpoints, The question of truthfulness 


is explicitly raised, but never explicitly answered: 


Pan Pistora vykulil sva svetla ockae "Ale on 
CAndrif{k) prece ukradl ty ma karony ze Spajzuy," 
pravil dutklivé. "uz ho sbalili na komisarstvf{. 
Prosimy ale jd jsem se priSel zeptat — On Andrif{k 
rikay, ze pry v te piksle zadne ma karony nebylyy, ze 


tam bylo jen takove lejstroe Tak jiestti jie to jiako 
es (So if this is like it was true) 
"ClovéZe,"" vykrikl plukovwnfk bez dechu," kde mate to 


lejstro?" (p.57) 


As is evident, Hampl ignores the issue$; only the subsequent 
actions of Hampl and PiStora imply that hatf of the 
statement was truthful, i-ee., that the can contained the 
paper. The fact that it had also contained macaroni is 
never to be made explicit to PiStorae That truth not shared 
is not the absolute truth is evident from PART VII: Hampt 
assigns the term "cookie" (tulipan) to PiStora, but the 
suitability of the term is never confirmede Hampl's second 
telephone monologue likewise indicates that only half of 
Hampt's talk was truthful: he gave Pistora money, but not as 


much as he had promised Vrzal (TM pe 56) 
(2) e view i icer_whether 
consistent or inconsistent 


This meaning is intimated to the actants: 


(a) Andrt{k's view of Pistora as interpreted by the 
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latter: 


7 
NAha y mown sotva me zmercil, to je pan PiStora skrz ten 
spajze Pane Pistoro, to prece nestojf za to, dyt sem ponad 
den lejstro v piksle.e Dyt je& sem se musel zdejchnout dfiv 
nez sem néco namakal." (p. 58) 


v 
Pistora's view of Andrli{k, as interpreted by the 


former: 


¢ v 
"Ale vzdyt je to vloupan{," vycenil zuby pan 
Pistora (pe 58) 


(b) Vrzal's view of the place and the instrument: 


w vw 7 
to rozsti{pne kazdy kluk" (pe 54) 
oS 
Pistorats view of the same: 


“= ce ? 
"No jo, rekl potéSené, "vypacil okno dlatem, tak 
to byl Pepek nebo Andrlike" (pe 55) 


(c) Vrzat*s question concerning the military police: 


e 
“to je vojenska poticie ?" ptal se podplukovn {fk 
Vrzale (pe 54) 


w 
N1%*s diminuition of the two soldiers: Venku pred 


v o 
mk cekali dva vojackovee (pe 54) Cimmediatelly 


preceding the first example above) 


Inconsistency of view is prominently evident in the changing 
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attitude of the main actant, Hample He proceeds from the 
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intellectual conviction that the military police are always 


right and that everyone else, especially ocinary people, 
should be taken with a grain of salte However, his 
experience proves to the contrarye Hampl accepts this 


emotionally, but not intellectually. 


v f 7 v 
€a) Pistora: "pry vam tu vykradli spajz" 


va 
Hampl: "A co je vam po tome" (pe S5, PART III) 


v 
(b) Hampl to Pistora: 
v tw. a & out 
"“Clovicku zlatyeeeale drahy pane Pistoro." 


(pe57, PART IV) 


(ce) PART VII of the story (pe 58) 


Any nerve-wracking incident is triviat in comparison 
the ideal of the preservation of sanity of ordinary life 
which should be as peaceful and harmonious as possible. 
This meaning is most prominently expressed by Ni in his 


frequent use of diminutivesy expressions mitigating the 


a. BN Sas ee 


oe 


’ ‘5 ie 


att Ree Aeeeowen v8 ae 
wants one eultog wrathite off 4 
‘~osqung WYAREBS vl laleonad _ 
wkd qtevedsn vitae 36°ele 

oid? Rqebna tanal qt0staes | m * 

yf iageonsifarne 


ee anne: 


iS Ae 
eet : i 7 
*<t.oue ivanuter cit eat ‘Nhe tonbrtin a 

CPP" BRAM .OR cm? “odio? og " anae Bs ea A” a cs | x : “ 
tiwnde lt os eteale of 

* tap ote BT orang Shetwcrte of @« +i¥iuie wah wn fo" bine in 


avt TRAD . TB.ad 


i 


of neni ees HE Faietet «4 ayesha ptitinenletbdaed aa ? = : 
ome! esate ‘Se WF iiee vs nd tt avnen ony att te Keahe 
 smibdtenee We 290 Prowend tne futesasqg ea ed bS pode a 
24 Hie wowmmnane sstecelan nein nntanee 


. - 


128 


contrasting views of the other actants and in the use of 
poetical devices (to be discussed later), especially in 


depicting Hampl's inner world: 


"NALe misto distojn{xa vesel zrzavy clovic Ss 


tyrdéiskem v ruce a vycenil na plukovnika vevere{l 

zubye!! (pe 55) 

mea PiStora vykulil sva svetla otkae " (pe 56) 
"..eToho rana sedél plukovwn{k Hampl jako hromadks 


neStést{." (pe 54) 


This meaning is also expressed by the characters themselves: 


Pistore: WBorzleku, to nic nen{'...vedyt* to nic 
nebyto" 

Cpe S$7) 
Hampl: "to nesto ji zo to" (pe55) 


PART VII where Hampl associates Pietocs and 
“tulipan", rather than using an expression in 
accordance with his military cursing style, and 
dismisses the whole incident with reliefe 


Hampl offering coffee to Vrzal, teading Pistora to 
the larder, however unwillinglye 


(4) The story may be viewed as_a parody of the traditional 
"whodunit" 


It is based on semantic and lexical ambiguity, 
manifested in the various manners of reference to the 
subjects, objects and instruments of action, as well as to 
the actions themselves; in ignoring the logic of inclusion 
relationships; in comments preceding their topics 


(especially in PARTS [Ii and V’ in the general disturbance 
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of the topic-comment partition whether concerning motifs or 


sentences or their parts (especially PART III.) 


(a) subject of the action (association becomes 


inclusion) 


The following are some of the references made 


for "burglar": 


“Tak pros{m, byl to on" (P) 

Kdo? (HH) 

No mnece Andriik (P) 

Pane plukovn{ku, to rozst{pne kazdy Kkluk (P) 


v Cae 
eseemel dojem, ze ted? aspon ma sam pod{l na 


st{ndn{ toho zatraceného zlodé,iského Spiona CN1) 


PiStora's tautological typologies: 
(xX (AyByCyeeoyX)) 


(b) object (inclusion becomes association), eege the 


paper 


¢ ¢ @ 
wv {Ss CO, dame to do plechove piksty od makaronu 


a schovdme to na noc do sp{Ze (wife) 
To nestojf za to (H and P) 

- 
ukradli jenomee.ejenom kKrabici s makarony (H) 


Ciovece: kde mate to lejstro ? (H) Plukovn lic mu 
vytrhl z ruky drahocenny, pomatkany svis Sfslo 
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LB9/VIT Odd, Ch? (N11) 
od ¢ ps 
Zatracena vec mizernd svinskd pitond nerddna ° 


Paradoxes created by "as ifs" and half—truths: 


(a) Hampt lost the paper : (H to V): "ale 


4 
poslys, ty prece ten spis najideS, Zee" (pe 
54) 


(b) Andrlik found the paper in the can : 

vw ? 
(P): On Andrt {x r{ka, ze v te piksle zadne 
makarony nebyly, ze tam bylo jen takove lejstro 
(pe 57) 
It is not surprising, therefore, that Hampl 
shows compassion with Andrtfk's having to go to 
jaile 


Cc) Andrt{k took a paner in a_can ?: 


(PC AD): dyt sem popad (took) jen tejstro v 
piksle. Dyt ja sem se musel zdejchnout driv nez 
sem neco namakal (I had to run away before I 
could steal anything) (pe 58) 


Cd) Pigtorca found the thief, but the thief is 


not the spy, which confirms Hampl's initial 


hypothesis, but is contrary to his dream 


— o> oe ee ee we we ee ee ae 


l12The first and only direct reference to the topic of the 
story and its title was made by Ni. 
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vision. 


Andrlik stole the macaroni (see (b) above) 


No one stole the paper 
(no textual evidence for positive proof). 
What is Logiclly implied, of course, is that 


no one wanted to steal the papere 


The paper was stolen 
(Vrzal's advice to Hamply pe 543 the title 


of the text). 


The paper was found: (H): 
yY & A w 
Jen kdyz se ten zatraceny spis naset (pe 58) 


- symbolizing the closing statments.e 


It is never explicitely stated that the can 
had been removed from the lardere (no 


textual evidence for positive proof )e 


Yet the can is miraculously present at the 
Police Commissariate (PiStora to wife, pe 


57) 


the story could therefore be very easily 
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paraphrased as a "whodunwhat'',. 


ce Strategy and Organizing Principles 


The author's strategy and language tactics will now be 
specified and the organizing principles governing the 
structure of the text will be determined. As is apparent, 
the aim is to mislead the reader from objectively viewing 
the plot, to create paradox, suspense and a series of minor 
tensions and denouements, to evoke emotion and to induce 
thinking and, last but not least, to provide an aesthetic 
expriencee The pivotal basis of the globat strategy is seen 


as constituted by the three aspects named below: 


(1) conduct and guide the contrasting and comparison 


of two main viewpoints of a case of burglary 


Ld 
(2) characterize Hampl and Pistora 


(3) provide an aesthetic balance (degrees of 


intensity), and hold the balance of power 


As mentioned above, Ni's attitude to the fictional 
events is that of a subjective overview and is dominated by 


the idealistic plane of visions Not only that he helps in 
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characterizing Hampl using his language to do soy, he also 
uses his pene orat ty charged language to describe some of 
the actions and to comment on the content of the other 
actants! monologues. Thus, he adopts his own view through 
their subjectivity, that of a balance of the contrasted and 
paralleled viewpoints. The narrative form through which 
this is achieved has been described by Daterals as a 
specific kind of the subjective Er-form involving a 
simultaneity of extrospection and introspectione Examples 
of this technique, which has a highly aesthetic effect, will 


be given when discussing the narrative structures 


(1) The two main viewpoints are associated in the narrative 
structure with two teading motifs: the first is associated 
with the speculative motif of ignoring facts (a mysterious 
spy case), and the characters of Vrzal and Hampl have been 
chosen as its Caeriecee The second viewpoint, that of a 
routine police case, pertains to the pragmatic common-sense 
motif. The servant, Pistora and Andrl{k are the carriers of 
the second motife The two motifs carry the respective 
pseudo-plots and are derivable from the semantic ambiguity 
of the object actually stolen from the larder: the cane 
This kind of ambiguity is brought about by ignoring the 
logic of inclusion relations through the medium of Vrzal's 


provocationse Only in particular contexts does the can 
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acquire its two aspectual meanings: a can containing a 
military paper and a can containing macaroni. The first set 


of characters - Vrzal and Hampl - are at the same time 


instrumental in generating the second viewpoint, pseudo-plot 


and the second context. 


The strategy is governed by two organizing principles: 
progressive ambiguation and progressive disambiguation. The 
two proceed in opposing directions, intersect, and form 
unity by holding together the parts and episodes of the 
storye Hampl - as the main actant - is the unifying agent 
by means of which the first (Cambiguation) principte is 
intensified and through which the opposite of the two is 
constituted. The unification of the two principles - 
ambiguation and disambiguation - is implemented on the 
conceptual level by virtue of the governing linguistic 
system assigned to Hampl - that of associative grouping - 
manifested in the narrative structure as fragmentary syntax 
of Hamplt's monologue which is preserved throughout the 


narratione 


From the point of view of the conceptual construction 
of the story, the characters of the wife, servant and 
Andrlix are very important: Wife is the cause, Vrzal is the 
provoker of both viewpoints and the servant and Andrifx are 
mediators between the two viewpointse However, they figure 


as secondary characters in the narrative structure, their 
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Linguistic idiosyncracies not being greatly developed. 


In PART II, ambiguation is associated with the 
speculative motif and disambiguation with the pragmatic 
motife On the level of the conceptual structure the 
increased ambiguation is apparent as a chain nystiean Ot 
causal operations and fast re-groupings of sets (Cinclusion, 
association) (see previous subsection, hypothesis (4))-. 
This is recognizable in the narrative structure as a fast 
sequence of question/answer/appeal correspondences, as 
transitions between monologues of the actants, and as 
deletions of logically implied concepts, such as questions 
which Vrzal obviously ought to have asked. Cne may say that 
every ambiguating step triggers off a disambiguating signal 
which provokes and escalates ambiguatione An example from 
the beginning of the story (PART II, pe 53) serves as 


evidence: 


No tak druhu noc mne@ yena poradila: vis CO, aeome to 
do plechove piksly od makaronu a schovame to na noc 
do spf{Zee. Jé& sp{Z na noc zamykam a ki{ié beru k J 
sSobé, povidd Zena — my totiz mdme takovou straSne 
tlustou sluzku, ktera vSechno snfe Tam to nebude 
nikde hledat, Ze? No dobray to se mi tifbilo. 


In the above passagey sluzka indicates the pragmatic motif, 


vize, disambiguatione Vrzal's anticipatory question follows 


immediatelly: 


Gage are Ree fs 


ina dae peace os an : 
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ssebepton)) ater te min tquenyern ‘oa 2 
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a co mio « Mdnne ae cma) 
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"Ma vase sp{z dvojite okno nebo jednoduche?", 
preruSil ho podplukovn{k Vrzal.e 


In this case, Vrzal epitomizes the speculative motif, that 


of ambiguatione The ambiguation is further intensified by 


Hampl*s taking Vrzal's cue: 


Hrom do tohoesece(Ni )eoeto nemnensoadlor Jednoduche 

Oknoe 
With PiStora's appearance on the scene in PART III, both 
ambiguation and disambiguation are brought into sharp 
focuse This is because PiStora as a carrier of 
disambiguation is assigned at this point a Linguistic system 
representing a combination of two sets: the first is 
parallel to Hampl's associatively grouped structures and the 
second is a contrasting identity sete The result is a 
confusion of Pistora's and Hampl*s linguistic systems, 
recognizable in the nae eee structure as PiStora's 
idiosyncratic Common Czech with redundant use of deixis and 
nominal enumerations which sharply contrast with Hampl's 


broken syntax and his semanticSe 
The intersection of the principles of ambiguation and 


disambiguation is accomplished in PART III as follows: 


(a) The ambiguation is opposed to disambiguation and 


w 
is intensified immediatelly after Pistora's 
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<b BoM saoeted, GaelreMt at nop ts 
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(b) 


(c ) 


appearances, the two principles DRE and the 
collision results in a close Juxtaposition of 
the two respective viewpoints, as well as the 
two contexts representing the two motifs 
associated with the viewpointse New ambiguity 
is generated as PiStorats pseudo-plot by the 
mingling of the linguistic systems of the two 


main actantse 


The opposition ambiguation-disambi guation is 
neutralized in Hampl's fantasy and dream, which 
results in vagueness and a near-circular 
ambiguitye One may say that the members of the 
three conceptual sets (association, inclusion 
and identity) merge and are re-organizede This 
is carried out as an allegoric transference of 
the two leading motifs, and the re-organization 
is accomplished by Nits skilfully conducting the 
event by using his own Linguistic means to 
symbolize the identity of all views (metaphor, 


personification, etc. } 


During the denovement, a new opposition 
ambiguation<disambiguation emerges, which is 
manifested as a brief reversal of the Linguistic 


v 
systems of Hampl and Pistoray as @ cancellation 
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of the two respective pseudo-plots, and as the 


pragmatic motif being assigned the ambiguating 


role: 


H: Clovece,y kde mate to lejstro? (deixis) 
P: V kapsee.eeKampak jsem to —- ahae Je to vase? 
(fragmentary syntax) (pe 57) 


PART IV, which symbolizes a brief identity of the two main 
viewpoints, represents at the same time the cross-over of 
motifs and the reversal of the principle ambiguating TT in 
the remaining parts. The pragmatic motif, with PiStora as 
its main carrier, has assumed progressively the ambiguation 
role, manifested Linguistically as increasing tautologies 
and as an affirmation of Pistora’s grammatical system being 
governed by identically grouped structureSse In the 
narrative structure this results in a poetic metonymy: 


wv wv 
"Ale mosazne kliky, to je Cenek a Pinkuse" (pe 57) 


iene progressively ambi guating rote also produces his 
two contraditory, yet varallel quotes of Andrlik (given in 
the previous subsection) and his more colloquial idiom which 
Hampl is not ready to accepte (interrogatory sentences on 
the part of Hampl contrast with the relaxed hypotactical 


oe 
expression of Pistora)-. 


One may say, therefore, that the narrative structure of 
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the text is being ordered according to the principle of 
contrary parallelisme This is manifested in the text as the 
fragmentary nature of paragraph and sentence construction, 
in the contrary and parallel arrangement of dialogues and 
monologues, and in contrasts and parallels on all linguistic 
levels (semantics, syntax, lLexicology, phonetics). 
Intensification may be seen as the superordinate principle 


imposed on the structure generated by Ni's filter. 


Some examples of parallels and contrasts will be given 
here, and other ones will be pointed out when discussing the 


narrative structure: 


v 
(a) Syntactic and lexical parallelism (Pistora's 


74 
intensification of the case of Andrlik ): 


eeeale Pepek snad sedi ( PART III », pe 55) 
4 a 
Pepek je totiz na Pankraci ( PART III, pe 56) 


eeeate Pepek ted krout{ dva mesf{ce na Pankraci 


(b) Contrasts and parallels on the lexical level: 
The words "can", "paper" and "larder" acquire 


different symbols depending on the actant's 


attitude, eegey “larder”: 
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bas eorgeialh So teewege ovis testy 
otalugett tia We eh4i tena Ge Of n 
Aomitenadg etxelvolxwd seve enone) 
elxinaire «enthredequve ef? a6 aven od tan aolt 
etiht at Ge Bovereney otubeere enn ie ‘ 


Ge 3, ate 4ate a 
wevia at Fliv ntesipien ban aetdshes ike salquexns aso8 | “i 
no! Sx a8 hea 


mt? Srieavar > rete Ihe betaten o@ Iftw eens wed?o base 


eer A - a 
teanutouyt] evita asa 


=~ - 
if 


o*exoth ie) mablettaraa ime net here sttiobeal ia) - 
eo, 
et tin bad to emte ef? Bu aed) e211 ineotal - 

bs : » as 


125 e® . BTs- TRA > bow bears wage? wins ; 
g28 “4 has THAe barat op ara o ain ath i | 


saewdiaet ani a Avr Seinen dunee ofanee °c 
wy «¥ TRATD 


| Seed Sai eee wat eo pallies eee 
lasers Bos Mogng” yaa” wu WaT OS 
Slain sa anitroee® efeaingl Mneqwhrae ye 

OS Mommas gupta gaeitestie 8 | 


hi) - 7 . : 


ee : fa a . ally te ad By 


ol 


140 


5 (ps8 
H: sp{z, sp{Ska 
P? spajz 
Nit mala komurka 


(c) Contrasts and parallels on the phonetic level? 


¥ 
(i) repetitions: H & N1: "Cert vem pikslu," 
buracel blazené plukovnik (pe 57) 


Pas "Dekujuy, ale ja moc nepi ju" (pe 57) 


(ii) accumulation of contrasting phonetic symbols 
in Hampl's cursing passages which bear 
rhythmical and euphonic character? 

a oP. ? a ? 
Zatracena vec mizerna svinska pitoma 
neradnde Potvora jedna zlorecenae (pe 52) 
The absence of commas in the cursing phrases 
indicates that they are to be considered as 


one rhythmical unite 


(2) As has been demonstrated, the contrast and comparison of 
the viewpoints is partially accomplished in the narrative 
structure by contrasting and paralleling the language 
systems of Hampl and PiStora in order to show that the 
combination of the two "Langueges" results in ambiguity and 


inability of the two to communicate with one anothere That 
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both Hampl and PiStora may characterize themselves by their 
language stems from the fact that they are assigned in turns 
the roles of personal Ich-narratorse It is through this 
that their specific linguistic idiosyncracies can be 
developed. Two different imitative modes of spontaneous 
colloquial language are employed for the purpose of 
differentiation of viewpoints and personal characteritics, 
each of the linguistic modes having a different underlying 
“orammar base!!. Thus not only the social backgrounds of the 
two actants are symbolized (military language versus 
detective thief slang), but the illusion of personal 
attitudes of the two actants to language is likewise 
generated (subjective vulgar semantics of Hampl versus 
frequent use of polite expressions and idiosyncratic 


rhythmical syntax on the part of PixXtora). 


As mentioned above, the illusion of Hampl's character 
is also created by Ni iranene process of the story-telling as 
an indication of the nature of Hampl's changing attitude 
toward the fictional events. Ni controls Hampl's stream of 
consciousness using cultivated literary Czech to depict his 
silent deliberations, feelings and hectic associations of 
his perturbed mind, whether conscious or unconsciouse Nits 
language sharply contrasts with Hampl's owne Cts 
distinguished by its melodious lyrical tone, frequent use of 


syntactic parallelism and other figures of speeche 
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(3) Since Ni is the superordinate actant 
(hierarchically above all other actants), his 
characterizations of Hampl may be said to be but high 
concentration of his Er-form in those parts of the text 
where the dialogues and monologues of the other actants are 
absente It is in these passages that the tyrical tone 
becomes most prominent and N1 achieves the greatest mastery, 
his extrospective/introspective Er-form having the 
prportuni ty of fuller developmente The secondary purpose of 
Ni*s lyrical passages is to slow down the action, thereby 


prolonging the suspensee 


Cotlloquiat and poetic Language modes are employed in 
the text both to serve the contrasting and comparison of the 
viewpoints and to characterize the two main actantse They 
are employed purposefully in strategic points of the story 
to attract attention to themselves and away from any 
objective view of the plot, which creates the suspense. 
PiXtora's metonymy, Ni*s metaphor, Hampl*s cursing, etce, 
are semantic keys and by no means unnecessary decorationse 
By drawing the reader's attention to the devices, the 
characters of Vrzal and the servant, strategically important 
for the conceptual plot, recede from focuse The colloquial 
language and the poetic Language devices may be seen as 


objects of language tactics and operational instruments of 


the global strategyes 
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de Narrative Structure 


The narrative structure will be described as a Linear 
arrangement of blocks of the actants?® dialegues and 
monologuese Throughout the story, the Single monologues 
attributed to Hampl, Vrzal and Pigtora are typographically 
offset by quotation marks to differentiate them from Nits 
monologue (which is always in the past tense). Nl is a 
subjective Er-narrator and the narrative form is typical of 


simultaneity of extrospection and introspectione 


1. NIM - setting, dramatic introduction 


2- Hampl's TM1 


This part of the story is one the keys to its 
strategye It may be viewed as the motto of the story 
because it condenses its essence: the sound of the telephone 
bell anticipates the sound of the doorbell; both signal the 
points of the intensified opposition of the two organizing 
principles (ambiguation and disambiguation) as manifested in 
PART III. Hampl's words printed in italics, Cefey, ovSemze, 


eno, spell his attitude toward Vrzal; the italicized clause 


i e 
Clovéte, po tom vam nic nen{ is a leitmotif of Hampl's 
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attitude toward ordinary humanity (the very phrase being 
tw 
referred to when Pistora appears on the scene). The words 


ihned and hned, as well as the structure of the TM, spell 


the tactics of HMs throughout the texte Ted v_ noci and at 
si_vezme auto anticipate Ni's subsequent depictions of 


Hampl's dynamic contemplations and fantasies of fast carse 
And finally, the whole telephone monologue as incivit in 
medjas res signals the intent of narrating the story as 


emotionally experienced by Hample TM1 may be schematized as 


shown in Fige ie 


PART ET 


The dialogues and monologues of PART II occur in the 


following order: 
(1) coversation episode 
(2) action episode 
(3) conversation episode 


(4) inner-action episode (identical with Nits 


solo monologue, Ni SOLO 1) 


(5) conversation episode 
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OP FRATIVE DEVICES (STRATEGIC SIGNALS) 4p» CEPICAL) ACTION 


urgency of mobilization 


subjectivity bie ivity 
Sa a 
mobilization of idiosyncratic colloquial syntax 


Linguistic means 
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Ano, ted" v nocie Anoy informacnfho oddélen{... 
at'si vezme autoe Tak aby ke mne priSel. 


honem, hergot (Ni: A dost) 


Fige 1e Schematization of TM1 (<@—% symbolizes tension) 
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N1 is superordinate in (1)-(3) and (5S), frames PART II and 


is linearly ordered within it. It has the following roles: 


(a) to specify the setting 


(b) give indication of minute physical actions 


of H and V in (1) 


(c) give Vrzal's view of Hampl and Vrzal*s view 


of the house opposite in (1) 

(d) to provide subjective guidance of the. 
intensification of emotional content of 
dialogues in (U3, (3), (5) and Hampl's and 
Vrzal's monologues in the action episode 

(Ce) to narrate past action in (5) 


(£) to provide intensification of action in (2) 


(g) to cancel the character-action opposition 


and the opposition character-narrator in (4) 


(1) Conversation Episode. The first conversation episode 


consists of a dialogue between Hamplt and Vrzal which is a 
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quotation of the following monologues? 


(a) HM 


(b) Hampl's flashback monologue (HFM) in which 
Hampl becomes a personal Ich-narrator N2 
with a blocked control functione The 


blocking is realized by virture of VM and HM 


(c) VM which is ordered within (a) and (b) 


HM introduces HFM, but is carried over to the end of the 
episode after HFM is finished. HM and HFM are therefore 


organized in both simultaneous and successive fashione 


Although N2's control function is blocked, the 
representation and action functions are intensified. This 
is realized as a vivid guidance of HFM: £t si_to pr tavy 
tek foukej, and by direct quotations of Hampl's boss, wife 
and servante Action is intensified by the shifting back and 
forth between the historical present tense, past tense and 
future tense, all three tenses depicting past actions to 
symbolize the pre-historye The historical present tense 

v vy a 
predominatese Dynamic verbs abound, CeZey zena bezfeeoe,ia 
leti{m. The entire monologue is distinguished by rapid 
rhythms, whether in the actual narration or in direct 


quotations.e Only the beginnings of the Latter are marked 
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typographically (by colons) so that it is difficult to 


determine where they end and who said whate 


in contrast, HM of the present action is distinguished 
by the predominant use of the past tense and static verbs to 
symbolize Hampl's mental efforts, and by the rhythmical and 
euphonic cursinge Both EM and HFM contain sentences of 
changing modality, paratactical constructions manifested as 
asyndetic coordination, (especially in HFM) and aposiopeses 
Cin HM). In contrast to both HM and HFM, YM is 
linguistically uninteresting and lesser in quantity. Its 
main role is to prevent the vragmatic motif signalled in H 


monologues from acquiring significant structuree 


The sense of mystery is created in the process of 


focussing on Hamplt by: 

(a) paradox of tenses (present tense for 
depicting past action and past tense for 
depicting present action) 

(b) fragmentary and/or paratactical sequencing 


(c) euphonic and vulgar lexical items 


{a) qualitative and quantitative preponderance 


of H monologues and their ordering with 


+ 
vnseneaietiath an goltoa renee | 


ot adver oftata Bae onnee tame, at? 


Heial oe Astay 
bun Seskwnvers ont wt bea yet : 


= 
Sipe: -_ 


u 


ta euatel ane nhataes eC 


»e boteet ines one iaurtanes. ‘Yao: . tt biebow 
eae 

oktininnionas ten CHT al ciJuh oaqae) sao Lao tbrons ¢ 

We ee al 

ert ser itaady wl tees! nas ani ieoustabow, iba : te 

“ nt teTiawg@le Eilon ol tangesq act — oF #1 whan om Pe. 

+ ~gtrnieints tanoinronts anisiepos arr 


Nay aR aa 


te esteaerg att @) bovesct @f yretage te one eae 


| . ted Jqotat 9 | v 
b Bz : > fh” foe eee 4h : Kor 


aan 
aot weaned oaniadd assent Re nobereq.tnd) -  e = 


oe 
“wot sane eae! biecm okra tees aa Iv osaah aan 
| Kat nen taserag uel@atqed 7 a — 
| “i ee 
wa sociegion tecttontenn qo \b ew oa ae aad ‘ax : isi ; 
a 7 z 


Mi ap hiapais went ae ard 


rh ait, 


149 


respect to one another, as well as with 


respect to VM and N1M 


Nits single monologues are ordered postpositively with 
respect to the subordinate monologues they guidee Often 
they are ordered within each single monologue guidede This 
ordering enables a smooth transition between the single 
monologues of Hampl and Vrzal and enhances the rhythm of 
their conversation. Syntactic parallelism is used to 


symbolize the identity of their viewpoints? 


gi - 
"Aha, minil podplukownik Vrzal a pocat vypadat 
nadmiru povaslivée." 
"Tak dat," "Tak kouke j, " povfdal zdrceny plukovn{ke 
(pe52) 


The sense of mystery and suspense is also created by 
opposition: a communication rapport between Hampl and Vrzal 
on the one hand, and a near tinguistic breakdown (semantic 


and syntactic confusion) on the other (see Fige 2 )- 


(2) Action Episodee The examination of the larder is 
distinguished by the absence of dialogues although the 
illusion of a dialogue is created by Ni's intensifying the 
actione Subordinate to Ni are VM and HM which are mutually 


ordered within.e!* The strategic information given in EM as 


14N1*s superordinate status will be assumed henceforthe 
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COMMUNTCATION RAPPORT <———» LINGUISTIC CONFUSION 
question/answer/appeal free associations 


correspondence 


Smee 


Vrzal'ts 
SUBJECTIVITY J OBJECTIVITY 
(poetic) provocative | (epical) 


questions 


rhythm ak AS cotloquial syntax 


euphony tense paradox 


intonation flexible tense system 
Limited nominat system 


confused typographical 
markings 


Ssimultanei ty breaks in Linearity 


3 t 
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Fige 2- Creation of Mystery 
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to the original location of the can in the tlarder remains 


unneticed because it is immediately followed by Hampl's 


expressive shouting at the servant: 


% 
“Tak pojd! Tudy, tudy," vedl ho plukown{k horlivee 
"Tady to je, na tom ne jvySsim regale byla ta 
f it >.e ’ 
krabicee Mary, zafval plukownik, “tady nemate co 
koukat! Jd&te na pidu nebo do Sklepa!t" (p.54) 


(3) Conversation Evisodee This conversation episode is a 
guided dialogue between Vrzal and Hampl, the three 
monologues being mutually ordered withine Quantitative 
preponderance of VM may be noticede VM contains the 
strategic information about the paper being stolen, but the 
thief apparently only stote some cans of foode Despite the 
high quantity of VM, this information remains out of focus 
because the previous Lore of examining the Larder was more 
intersting, and because Vrzalt as a character is static and 
linguistically uninteresting. Hampl, on the other hand, has 
already characterized himself by his language and has 


attracted the readers!s intereste 
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(4) inner-action Episode (Ni's SOLO1). Att roles of N1 in 
this episode are recognizable as the cancellation of the 
character-action opposition and the opposition character- 
narrator, and as a concentration of the extrospective and 
introspective Er-form, and this kind of monologue will be 
referred to as an Ni SOLO monologue. 
SOLO1: 

7 ¥ ¢ A 6 
BERD rana sedet plukovn{k Hampl jako hromadka nestest{e 
Chyili si predstavoval , Jak ho prijdou dva dastojnici 
zatknout; chv{li si hledét ne.iak vymyslet, co asi déla 
podptukown{k Vrzal a jak uvdadf v pohyb cely ten velikxy a 
skryt¥ aparat vojenské informacni slutby. Predstavoval si 
poplach u generdiniho Stabu a sténal. (pe 549 
The language of this monologue contrasts sharply with that 
of Hampl*s monologues in previous episodese The 
associations in Hampl’s mind are depicted in lyrically- 
charged and beautifully cultivated Czeche The use of 
syntactic parallelism may be observed (underlined portions 
of the above passage )e The nouns peptach and pohyb create 
an illusion of motion and recall the speed motif of TM1. 
The poetic effect is intensified by the ltlast predicate 
stenal connected by the conjunction a, which bears a strong 
intonational cadence and intensifies the elegant and melodic 


qualities of Czechs Repetitions of the tong vowets [i:], 


[a:] and [e:] create the illusion of Lyrical melodye 


Parallel to the paradox of tenses goes the reverse of 


the traditional twentieth-century stylistic devices used for 


the depiction of mental activities before they have reached 


the level of orderly formulatione Whereas traditionally the 
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stream of consciousness technique with spontaneous oral 
speech devices as its instruments serves the depiction of 
unuttered speeches in interior monologues, in PART II 
(Conversation Episode (1)), the technigue is employed in an 
exterior monologue (HM) to render his uttered disorganized 
idease His unuttered mental activity, on the other hand, is 


rendered by Nits orderly lyrics. 


(5S) Conversation Episode. This episode symbolizes the 
confirmation of Hampl's pseudo-plot, and consists of a 


dialogue as quoted monologues of Hampl and his wifee 


The purpose of episodes (4) and (5) is to stow down the 
outer action and symbolize the transition to PART III, to 
intensify the suspense and to prepare the reader for the 
dramatic appearance of Pistora on the scenee By the end of 
PART II, Hamplts pseudo~plot is generated and confirmed. 
When PART III is signalled by Nits ringing the bell, Hamplt 


emerges as totally brainwashed and so does the readere 


PARTI IIL 
PART IYI is organized into the following blocks of 


dialogues and monologues: 


(1) Nits SOLO 2, within which is ordered Hampl's DIM 


(short single monologue with NI*s guidance, set 
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off by brackets). Nits SOLO2 again symbolizes 


identity, with all oppositions being cancellede 


Hampl—Pi stora dialogue block, symbolizing the 
first collision of the two opposing organizing 
principles. {its further role is to characterize 
Pistora as an inconspicuous agent and a narrator 


to create suspense and comicality 


Hampl*s DIM2, which provides a characterization 


of Hampl and prolongs the suspense 


Hampl's TM2, which serves the same rote as (3) 


above 


Ni*s SOLO ALLEGORIC, within which is ordered the 
monolecgue of the choir of interlocutors (short 
Single monologue with guidance, set off 
typographically by a colon and quotation 

marks). Nits SOLO ALLEGORIC symbolizes the 
transference and crossing of the two main 
motifs, as well as provides Hamplt's 


characteristics 


Hampl—-PiStorae dialogue block, symbolizing 


denouement 
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(1) Nits SOLO2. 


Vv. ov 

Vtom zarincel Zvoneke Plukovnik vstal a narovnal 
Se, aby pri jal S vojenskou primost{ distojniky; 
kterf{ ho prichdézejf zatknoute (Kte¥fpak to asi 
budou? uvaxoval roztrzité.) Ale m{sto daisto jn{x«a 
veSetl zrzavy Glovf{fek gs tvrdaskem v ruce a vycenit 
na plukovnika veveref{ Zubye (pe 54) 


Not only the external events, but also Hampl's interior 
reactions and mental processes are expressed. The actuat 
appearance of Pistora on the scene is depicted through the 
medium of Hampl3; only what is accessible to his view is 
recorded, but in Ni*s Language (diminutives rather than 
swear words) to render both Hampl's emotional involvement 


and Ni's attitude: 


The effect of PiStora's entrance is that of an almost 
miraculous descendance of a fairy-tale creaturee The 
previously blocked pragmatic motif has now suddenly come 
into focus and is structurally recognizable in PiStora'ts 
namee It is onomatopoetically parallel to (HFM): Ve dve 
réno sivi{ Zena,_iak dole pist{ sluzka. pid = Pigtora. This 
is how the teeth are filtered through and the miracle is 
generated. Both are intensified when Piatora opens his 
mouth (in Episode (2) below) and says: "Tak uz isem tady" 


(Well, I am here )e 
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w 
(2) Hampl-Pisto Dialogue Blocke This block contains two 


episodes + a conversation episode and an action episodee 
The following monologues are mutually ordered within: (a) 
PiStora's monologue (PM), within which is ordered PiStora's 
flashback monologue (PFM1), in which he attempts to become a 
personal Ich-narrator, N3, but is blocked by: (b) HM IRONIC 
(c) Pistora's larder monologue (PM LARDER), in which he 
becomes a personal Ich-narrator N3, the HM IRONIC blocking 
being releasede 

The transition between (b) and (c) also symbolizes the 
transition between the conversation episode and the action 
episodee PiStora'’s monologues predominate in this block, 
especially PM LARDER which is characterized by its length. 
HM IRONIC contains both polite and rude expressions, which 
results in the irony, a parallel reference to the action of 
leading the agent Vrzal to the larder (pe 53) and one 
anacoluthon to indicate Hampl's hesitation as to what to 


telt Pistorae 


Linguistically, PFM1 and PM LARDER are most 
interesting, with PiStora's unexpected idiom drawing 
attention to itself and sharply contrasting with alt 


previous Linguistic devices used, ee8e ( PFM1 )>: 
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v 
The direct quotation of Pistora, as underlined above, is not 
set of typographically, and fal pov{dam is used in contrast 


to Ni*s literal prgvil, Kexl. A shift to the historical 


present tense is also of intereste 


In contrast to Hampl's flexible tense system and 
limited noun variety, N3's system is reversed. His nouns 
are varied, whereas his verbals are limited to mostly 
“to go" (e@cegey ooejde na oknay nechodi na Spajzyeeejde skrz 
zachod, etce ) In PART V of the text, these change to "to be 


Seend ts ve". 


The role of Ni in this block is? 


(a) intensification of the anaphora of HM IRONIC, 
which results in a semantic, syntactic and 
lexical contrast between HM IRONIC and PiStora's 

Va Ni ra av 
monologues (Ni? eeevystekl plukovnike.eezaril pan 
v 
PiStora...zavreel odmitave plukovn{kesezazaril 
pan PiStoracecetce), of PiStora'ts pre-requisite 
(the teeth) by way of parallelism in the form of 


framing the dialogue hblocke 


(b) Levelling of the contrast within HM IRONIC, to 


symbolize the sarcasm 


v 
(c) action of leading Pistora to the larder 
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The juxtaposition of the Linguistic systems of Py, H and Ni 
and the varied intensification of Ni, the ordering of the 
monologues and the contrasting quantity of monologues 
produces a multitude of contrasts and paraliels (polite- 
polite, polite~rude, colloquial~literal, successive/ 
simultaneous-successive, etce) This results in an extreme 
tension within the entire blocke The tensions created are 
so great that the entire structure has the potential of 
bursting, which creates suspense on the one hand, but an 
outburst of some sort as a possible emotional or 
intellectual reaction on the part of the reader is not 
exctudede The sense of absurdity as a result of the 
opposition ambiguation-disambiguation is presented as a 
contradiction between focus, which is on PisStora and his 
idiosyncracies, and the partially blocked ae yereen 
speculative motif). The focusing results in topicalization 
of the pragmatic motif only with the cessation of PM LARDER, 


but the new topic is negatively commented on in (3). 


(3) a Ih and (4) IM2- Hampl*s DIM2, as well as his 
TM2, are employed at this strategic point to protong the 
suspense and block the pragmatic motif by virtue of their 
length in contrast to the little information they carrye 

TM2 is especially distinguished by its length» At the same 
time, Linguistic devices parallel to those of HMS of PART II 


Canacoluthons and aposiopeses) are employed to further 
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characterize Hampl. The transition between DIM2 and TM2 is 
conducted by N1 and is characterized by its melodic 


qualities, brought about by Lexical and phonetic parallelism 


4S an assonancee 


P Lukovnik neodalat tomu pokusenfeeepo pulhodinovém 


zuren{ dostal konetné spojenf (pe 56) 


Poetical devices can also be cetected in TM2 proper as 
rhythmical repetitions of lexical items: Art vim (4x), ale 
(4x) and ano (many times), symbolizing the nature of Hampl's 


attitude towards Vrzale 


(5) Ni*s SOLO ALLEGORICe Nits SOLO ALLEGORIYC is a solo 


monologue, but the orchestra is ted by a skilled conductore 
It represents another concentrated meeting=place of atl 
three aspects of the strategy which are symbolized in ite 
Hampl is characterized as his inner world, the two main 
viewpoints are compared and contrasted by way of their 
allegoric merging, cross-over and emergenceéy and the 
overview is present as an aesthetic balancee All the 
previously blocked motifs are released to symbolize the 
process of Hampt's gradual submerging into sleep and his 


gradual emergence from ite The suspense is thus prolonged 


in a most amusing ways 
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Plukovn{ku Hamplovi se ponekud ulevilo po tomto 
Stédrém rozhodnut{; mél dojem, ze ted* SP Ese met s&m 
né jaky podfl na stfhdnf toho tra lo eho 
Spionae Lehl si na sofa, protoze wer unaven tim 
rozéilovdn{m, a maloval si, jak sto, dve std, tri 
sta muzu (vSichni byli zrzav{ a cenili veveréif zuby 
Jako pan PiStora) prohlizej{ vlaky, zastavuj{ auta 
letici x hranicim, ceka jf na svou koFist za rohem 


ulice a nd&hle Petes se slovy: "Ve imenu zdkonay 
po.idte se mnou drzte hubue"™ Pak se mu zddlo, Ze 


skiddd zkouSky z balistiky na vojenské akademii, i 


hekal t&éZce a probudil se zpocene Nékdo zvonile 
Plukovn{k KRamplt vysko€il a pokousel se SES: 
své mySlenky. Ve cdverfich se zjevily veverdci zuby 


pana PiStory . "Tak uz jsem tady," Sekly veveref 
zuby e "Tak prosf{m, byl to one" (pe 56) 


The piece of Hampl's own colloquial vulgar language 
identifies the spy with the thief, and PiStora's tautologies 
are recalled and intensified by a gradated hyperbole: sto, 
dve ste, tri sta mus ue Action verbs in asyndetically 
coordinated predicates follow in fast rhythmical sequence to 
concentrate the motif of speede The scene is vague and 
mysterious on the one hand, and intense and dramatic on the 
othere Then the increasing number of PiStora-style 
interlocutors utter: oe epoid'te mnou a drzte hubu in Hampl's 
own vulgar idiome The ballistics exam is nothing more than 
a symbol of the curve of the rising suspense which has now 
reached its culmination pointe Alt this geometry of Ni's 
voice is mediated through lending Hampl the painting 
instruments: a_maloval sic The poetic conjunction ij used at 
the end of the first paragraph recalls its use in old Slavic 


texts and is contrary to modern prosaic usagee 
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The previcus allegory is carried over the sound of the 


door bell and another parallel is drawn accross it by a 


hyperbolic metaphor: ve dver ich se zievilyv vevere{ ZuUby pang 


Y 
Pistory - a most effective device for this strategic point 


Signalling the revelation of the truthe With PiStora'ts 
v e 
anaphoric tak uz wisem tady and the subsequent 
v Vie 
personification rekly veverci Zuby a double crossing of the 
parallels is accomplished and the two leading motifs emerge 


in sharp focus in (6). 


(6) Hampl-PiStora Dialogue Blocke This dialogue block 
symbolizes denouvemente It consists of Hampl*s monologue 
(HM) and PiStora's monologue (PM) with PFM2 ordered within 
the latter. PFM2 includes dcirect quotation of Andrtl{k and 
the unanswered question of truthe PiStorats monologue 
predominates, and under Nits guidance the scaling of the 
denovement is accomplished by a gradual release of HM 
blocking PMe The denouement created in this block is the 
most important strategic point concerning objective 
resolution of the plot, but after PART IV, which is the main 
external action block of the story, there is more 
opportunity to concentrate on the characteristics of Pastore 


in PART V>y which is manifested by the latter's resuming the 


role of N3Ge 


oa? Ke pelnnore #FeuNd’ +: 


e_t ene BXitow grilew! owt mit bow baal Sait -tehegeal 


$2) ol avant -qzrade a 


Pe ee 


seo Het werrer eat 120th solace aeote itn tomen 681 | 
vepeteiin of fast bo atedenya, #1 Hromauonst ans itedege ! 
tt te povebee BAAS ahiw (49) evpotonom a tarorhlt bge Sane" " 
ben #iéebeh Be aeitetug, torrlb eebuSo2s eu44 otal tat_wa 
sogetonom etwenthis ~aturt Ya agitesup perpennady, OT 
ott to yetioom ad? euaghiag a*tt vehow tion ee vealpobeng : 
om oo weeelten Jaubesm © tt bedwifgmoone m) . to omenorete: r 
_ ot eh te eke ok beteere snedevonad ett Mt gabtogtd — 
Oana re: ees oe 
wham eat al aehile (4 THI 94220 tue ,ytod@ ee? to aoktutoeey 
ce BAERS onede censte ont fo geedd on ttne Saanet xe 
orate on ee eere er “dT an areqinaages of ¢7 ingtreqee 
ent wnbmuban | ae ed? ut budews $ ante pers te. e¥ Faas 
oe ae a ae afew 
: a _ eee ai Cig wane +4 


=) 


-_ 


a 


a 
: 


162 


PART Iv_ 


This part is described as the mutual rejoicing and a 
brief identity of viewpoints. Parallel to expectations, it 
is distinguished by a scarcity of dialoguee The block is 


organized in the following manner? 


(1) HM to P —- intensifying the identity of P and the 


paper 


(2) HM to wife and a brief PM within (symbolizing 


the pre-requisite) 


(3) dialogue between H and Py, distinguished by HM's 


anacoluthons and PM's modesty 


(4) PM to wife (telling her of the location of the 


can ) 


(5) HM to P as a part of a dialogue between Pistora 


and Hampl representing the transition to PART V 


N1 intensifies, and repetitions of labials carry the poetic 
and phonetic aspects, symbolizing the identity of 


viewpointse 
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This part consists of a conversation block (as a 
dialogue between PiStora and Hampl) and its purpose is to 
develop PiStora's Linguistic idiosyncracies as well as to 
further compare and contrast viewpointse Ni's superordinate 
block is Limited in this part to very brief guiding passages 
identifying PiStora's politenesse N3*s roles as both the 
poetic and colloquial subject increase, Hampl's monologue is 
a continuation of (3) in PART IV, anc is carried over after 
N3 has finished with his narration. HM is very shorte 
Throughout the narration, the emotional relation of N3 to 


his subject is expressed by emphasizing nominalsS, Cee, 
wv “ a 
A kasare, ty mame z cele republikye (pe 57) 


The noun, included in the set, is first anteposed, and 
subsequently pronominalized in the main clausee N3's 


metonymic sentence is obviously based on a similar process. 


N3 also has the role of giving information about 
finding pee FR the papery contrasting to that during 
the denouemente This is realized as PFM3, including a 
direct quotation of Andrl fk and a tautological quotation of 
Pistora (p.-58 )e A typographical differentiation of A from P 


is present in the use of dyt* and sem rather than the 
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written form of the latter, i.e. yvidyt* and ,isem in 
PiStora's own monologues throughout the texte The past 
action described by N3, however, is not as vivid as that 
depicted by N2 in HFM. This is due to N3's nominal 


expression and hypotaxis, and a more relaxed rhythme 


PAL VI D VII 


PART VI is another external action block of the story. 
it consists of a dialogue between PiStora and Hampl as two 
quoted monologues of P and one HM ordered within, with Nl1's 
Zuidancee The dialogue symbolizes PiStora'ts departure, 
interrupted by Hampl's giving him money and a final exchange 
of viewpointse The monologues of both actants are identical 
in their elliptical structure (HM: five anacoltuthons in one 
sentence), but contrast in their semanticse PiStora's last 
single monologue, as well as his last monologue of the text, 


ends in an unfinished sentencee 


PART VII consists of Hampl's concluding monologue 
directed to his wife and guided by Nle Tne tension created 
in the previous part is somewhat mitigated to symbolize 
demobilization of the eeireiia parallels at war and the 


cessation of use of devices: 


"Dal jsem mu totiz padesat korun," fekl pan plukovn{k 
Hampl sveé Zené blahovolné, "Dvacet korun by pro : 
takového tulipéna stagilo, ale -" Pan plukovnik mavl 
velkomystné rukcue “Jen kdyZ se ten zatraceny spis 


nasele'™ (pe 53) 
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ee Conclusion 


From the analysis, it is evident that the poetical 
devices, whether in Nits monologue or in the monologues of 
the actants, are used in those contexts where identity or 
agreement of viewpoints is being symbolized. They are also 
used in N1"%s SOLO monologues to provide an aesthetic 
balance, to depict Hampl's inner world as a part of his 
characteristics, and to prolong the suspense in PARTS II and 
If¥fi.e. Imagery is used to symbolize the merging of all three 
views in Ni's SOLO ALLEGORIC, as well as to express 
PiStora's emotional attitude toward his subjecte It may 
therefore be said that the poetic principle is indeed the 


governing principle in this texte 


Poetic devices such as rhythm and intonation are more 
frequent in PiStora's monologues than in Hampl's. It is 
difficult to view Hampl's cursing as either poetic or 
colloquiale Since it serves both the characterization and 
the identity and non-identity of viewpoints and at the same 
time is a mystery-producing device, it should perhaps be 
viewed separately and the chains of swear words considered 


as a specific Linguistic phenomenon carrying rhythmical and 


intonational lLoade 


Pa 
Throughout the text of U 9 dde Cy 


Hampl's monologue predominates (about 40 percent), closely 


followed by Ni's monologue (30 percent) and PiStora's 
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monologue (20 percent). Vrzal's monologue constitutes a 


mere 6 percente Dialogue predominates over monologue (about 
80 and 20 percent, respectively). The monologues are 
constituted by TM1 and TM2, Hampl's DIM2 (DIMI is negligible 
in length), Fampl's concluding monologue and by Nl1's 
monologue throughout the text, with Nl'*s three SOLO 


monologues representing separate unitse TM2 and N1 SOLO 


ALLEGORIC constitute about half of all the monologuese 


Although Hampl's monologue is the lLengthiest, most of 
the semantic load (emotionat and intellectual is carried by 
Nie This is because of Ni‘s solo passages and the highly 
condensed expression of his superordinate monologue, with 
action being constantly intensified by adverbs, expressive 
verbs and gerunds, and with Nits emotional attitude rendered 
as condensed nominals/diminutivese Ni*s control is most 
prominent in PART IIe In PART V, however, Nl*s guidance is 
diminished, and control of narration is taken over by 
PiStora as N3. Pixttora's monologue is tesser in its degree 
of condensation in comparison with Ni's monologue, and 


Hampl's monologue is tast on the scalee 


Ni is clearly the main epical and lyrical carriere 
Hampl, as the "main character in action", can only compete 
in PART II (giving the pre-history). Most of Hampl's action 


is internal, and as such, to a large extent has been 


subsumed by Nile 
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Poetical and colloquial Language devices may be scaled 
in the following manner (the scale is relative degree of 


occurrence in the main actant's monologues): 


POETIC LANGUAGE COLLOQUIAL LANGUAGE 
1. Ni 1. PiStora 
2. PiStora 2e Hamptl 
3-e Hampl 3. Nl 


The spontaneous oral speech devices employed in Hampl's 
monologues include colloquial deletions, but his basic 
grammatical system tends towards literat Czech with vulgar 
lexical items (especially pitomy is used excessively). 
Apart from its most characteristic feature, the devices 
employed in PiStora's monologue comprise morphological 
endings typical of Common Czeche Ni's colloquial devices 
are Limited to a mere two expressions: sedel jako hromadka 
nestést{ and X{xala mu us podvacdte jeho panf. The first 


expression is an old folk idiome 


Finally, aspects of colloquial and poetic language 


a 
structures as observed in UY env S/Vi de_C may 


v 
be related to the creative individuality of Karel Capek. 
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In this chapter Capek's ordering principle was termed 
"contrary parallelism. This ordering principle is seen as 
having its origin in the contradiction between two aspects 
of Catentc philosophical outlook: his relativism on the one 
hand (duality) and his idealistic world vision (identity) on 
the other. In their article "Man Against the Absolute: The 
Art of Karel Capek", Haman and Trensky't5 appear to 
oversimplify reon they allege that contrast is the basic 
structural feature of all Capek's works, and that it tleads 
toward schematization and dramatization of his workse 
According to Miko,!® the creation of contrast in the 
narrative structure of a Literary text is the main source of 
its aesthetic effect. The creation of aesthetic contrast in 
Ukradeny spis 139/Vily Odde C is related to the notion of 
contrary parallelism, as well as to the duality and identity 


"4 
aspects of Capek's phi losophye 


1SHaman and Trensky 1967_ pe 172-6 
16MNiko 1973, pe 5Se 
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Aesthetic contrast in Ukradeny spis 139/VII, Odd. C is 


observed aS a contrast of the colloquial language structures 
of its two main actantse The differences between their 
language structures are further centrasted to Ni'fs 
superordinate monologue block which contains exaggerated 
intensifiers, creating the illusion of a dramatic action. 
This dramatic tone is preserved throughout the narration, 
but it changes whenever NIM superordination is cancelled, 
and whenever Nl, PiStora and Hampl monologues are contrasted 


to the lyrical and romantic tones of N1i's soto monologuese 


The construction of blocks of monologues and dialogues 
is carried out by building the "boxes" in both a contrasting 
and a parallel fashion. PART II of the story consists of 
episodes which inctude monologue and dialogue blocks, one of 
which is an illusory dialogue (ieeee single monologues), to 
symbolize duality of actione PART YYI consists of blocks 
which include episodes, and PART IV is an illusory dialogue 
to symbolize duality of characterse Identity is elevated 


throughout in Ni‘s solo bltlockse 


Haman and Trensky refer to the above manner of 
characterization, as well as to the manner of Capek's 
nerrative structure ordering as a "montage", proclaiming it 
Sapek's basic compositional method, and quoting the 


Vv wv 
statement of the "Poet" from Capek's Povetron : 
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"IT will tell you this: a story has to fall to pieces 
if you are to know of what it is composedee o"1?7 


The effect of this montage as seen in Ukradeny spis 139/VII, 


Odde Cy however, reveals nothing of the intentional 
construction, well thought-out planning, calculation and 
designe The overall impression is that of a motion picture 
produced by a most sophisticated cinematographic technique: 
actions, events and images are recorded in fast sequence, 
with time and space relations being left vague and to the 
reader's imaginatione Cape as the sensitive cameraman, 
has mastered the art of double-exposure and double- 
focussinge In the history of modern Czech cinematography, 
such an impression of contrasting images is to be obtained, 
in the opinion of sete writer, only in Vojtéch Jasny's film 
AZ prijide kocour (1963)4% In post-war Czech literature a 
Similar kind of recording technique is used by Bohumil 
Hrabal and Milan Kundera who both employ colloquial language 


for the same purposese 


The question posed by Haman and Trensky'®? as to what is 
the dominant feature of Capek's Language, whether it is of 
epic, lyrical or dramatic character, has to be considered ° 
for each of Gapek''s works separately; the variables of genre 
and strategy being of paramount importancee In the case of 


17Haman and Trensky 1967, pe 174.6 
18The English title of the film is "That Cat". 


19taman and Trensky 1967, pe 170. 
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¢ 
U e 9/VIiI dde Cy at any rate, these three 


features are not isolatable as distinct elements of stylee 
All three must be considered jointly and are totally 
dependent on the ordering and function of the narrative 
structuree What Little epical character exists in Ukradeny 
s 32 « C$ may be seen as the blocked objective 
perspective, which has been replaced by lyrical and romantic 
solos, absurd monologues and dialogues (under Ni's 
intensified and dramatized guidance), and confused 


Vv 
narrations of the comical characters of Hampl and Pistora. 
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CHAPTER 5 


CONCLUSION 
v Fr F 
In Capek's Pov edne dru ead » everyday 


miracles exist side by side with ordinary Life wherein thuman 
hopes and sufferings are miniaturized and made comical. 

This is made possible by Capek's humorous narration 
illuminated by his imagination and inner vision as 


reflections of his ideological and aesthetic aimse 


The relativity of truth is contained in Ukradeny spis 
139/VIIy Odd. C if one wants to Look for it, but it is 
ultimately rendered unimportant by being transformed into a 
poetic ideal of goodness and sympathy by means of Canekee 


creative design based on deliberate ambiguity. Tete smart 
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a 4 
those points where Capek abandons the search for the truth 
and where all contradictions of his world outlook are made 
to disappear that both colloquial and poetic language 


interact and create a new linguistic quality of “style for 


style's sake", 


Relaxed logical coherence of spoken Language is the 
basis for the structure of Capek's motifs as observed 
throughout Ukradeny spis 139/VII. OCdde Ceo Their sequencing 
is accomplished by virtue of "poetic comparisons" as a 
certain type of simili, ieee, “eeethe subject iseee the 
subject is likeese.e the subject becomeSeee™? While creating 
ambiguity and paradox on the one hand, this type of 
sequencing conditions Gases imagery, as well as the 
miracle of the personified can turning up at the Police 
Commissariat. Colloquial language grammar has Likewise 
become the vehicle for creating an ideal poetic sound and 
has caused the "poetic principle" to ieee become the 
governing principle of Capek's style. The similes result in 
the allegory of N1*s SOLO ALLEGORIC, wherein the 
thief/spy/agent and the military police are equated and 
mutually assimilated to acquire both ambiguous, abstract and 


concrete character, which creates the tensions and the sense 


of a romantic melodrama. 


lsee also Haman and Trensky 1967, pe 171. 
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Another type of "colloquial poeticalness", as 
constituted as an interaction of the poetical and colloquial 
aspects, is to be traced in Pistoca ts narration, and is 
based on the grammatical pattern: (multiple subject (object, 
place, instrument)). pPiStora'ts colloquial language mode 


becomes the basis for his comparisons: it is poeticalizede 


It is interesting to note that this type of colloquial 
poeticalness is much more frequently employed in Pov{dkv z 
druhé Kapsye PiStora's use of lexical enumerations can be 
paralleled to this feature found in many passages of Povidky 


z druhé kapsy, and can be typified by the following exampte 


from sto e fe Linys: 


"Ale v Liverpoolu je vam reka, ja nevim, jak se 
jmenuje, ale je takovd Zluta a straSna3 a ta feka 
vam hucf a dunf, Fve a bucf a Finéf, rachotf a 
troub{f samymi lodémi, remorkéry, pakeboty, sklady, 
lodénicemi a jefaby; vite, jad mam nesm{rné rdd 
Lodiee one 


It appears that when experimenting with the phonetics 
of the synonymic multiple sentential members, Capek at the 
same time expriments with the relation character-actione In 

vid dru é sy, the opposition character-action tends 
to be solved in favour of the lyrical subject, even more 


¢ 
frequently than in Pov{dky z jedné kapsye It likewise 
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v 
appears that Capek was testing his own creative potential as 
a "colloquial poet". His view on the mission of a writer as 


a Linguistic creator is observed in the following quote from 


v 
Capek himself:? 


Language is the very soul and culture of a nation. 
Its sonority and its melody testify to the poetic 
pleasures of the race; its composition and purity 
reveal the mysterious laws of thought; its accuracy 
and logic supply the measure for the intellectual 
gifts of the nationeeeTo be a writer means, above 
all, I think, having a great Linguistic mission: it 
is a task to maintain the national language and to 
create within it melodic and rhythmic values, values 
of objective accuracy, of purity, form and 
contexteeeThe writer works with the soul of a nation 
which speaks and sings, out of practical usage he 
creates a spiritual and cultural value, every new 
verbal turn, every further degree of tinguistic 
content and exactitude heightens the content and 
lucidity of the national mind. I do not Know of a 
good writer who would not be a linguistic creators: 
there is no good literature witbout perfect 
Languagee 


Colloquialt and poetic language modes are two of the 
stylistic media which Capek used to create his Literary 
workse They are an integral part of his style; only because 
fe knew Czech so well was he able to utilize their 
advantages to evoke the sense of drama, epic and lyrics 


within a fictional mini-~world of one absurd detective 


storys 
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¢ 
The stylistic analysis of Ukradeny spis 139/VII. Odds C 


carried out in this thesis is based on subjective and thus 
rather qualitative assessments of the frequency of 
occurrence and retative salience of the various Linguistic 
devices which Capek employed during the creation of this 
storye To obtain quantitative estimates of the frequencies 
of these and other stytistic devices, statistical methods 
could be used on a tlarger corpus of texts which would 
include all of the stories from v jedné k and 
Pov{dky za druheé kapsye These data could then serve as 
objective evidence to support conclusions concerning the 
generality of Calpeicts style throughout his stories, as welt 
as to provide an objective assessment of his style in any 


Single storye 
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